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PREFACE. 



The following addresses, though spoken at different 
times, are intentionally connected in subject; their 
aim being to set one or two main principles of art in 
simple light before the general student, and to indi- 
cate their practical bearing on modern design. The 
law which it has been my effort chiefly to illustrate is 
the dependence of all noble design, in any kind, on 
the sculpture or painting of Organic Form. 

This is the vital law ; lying at the] root of all that 
I have ever tried to teach respecting architecture or 
any other art. It is also the law most generally 
disallowed. 

I believe this must be so in every subject We 
are all of us willing enough to accept dead truths or 
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blunt ones; which can be fitted harmlessly into 
spare niches, or shrouded and coffined at once out 
of the way, we holding complacently the cemetery 
keys, and supposing we have learned something. 
But a sapling truth, with earth at its root and 
blossom on its branches; or* a trenchant truth, that 
can cut its way through bars and sods ; most men, it 
seems to me, dislike the sight or entertainment of, 
if by any means such guest or vision may be avoided. 
And, "indeed, this is no wonder; for one such truth, 
thoroughly accepted, connects itself strangely with 
others, and there is no saying what it may lead 
us to. 

And thus the gist of what I have tried to teach 
about architecture has been throughout denied by 
my architect readers, even when they thought what 
I said suggestive in other particulars. « Anything 
but that Study Italian Gothic? — perhaps it would 
be as well : build with pointed arches ? — there is no 
objection : use solid stone and well-burnt brick ? — 
by all means : but — learn to carve or paint organic 
form ourselves! How can such a thing be asked? 
We are above all that The carvers and painters 
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are our servants — quite subordinate people. They 
ought to be glad if we leave room for them." 

Well: on that it all turns. For those who will 
not learn to carve or paint, and think themselves 
greater men because they cannot, it is wholly wasted 
time to read any words of mine; in the truest and 
sternest sense they can read no words of mine ; for 
the most familiar I can use — "form," "proportion," 
" beauty," st curvature," " colour" — are used in a 
sense which by no effort I can communicate to such 
readers; and in no building that I praise, is the 
thing that I praise it for, visible to them. 

And it is the more necessary for me to state this 
fully; because so-called Gothic or Romanesque 
buildings are now rising every day around us, 
which might be supposed by the public more or less 
to embody the principles of those styles, but which 
embody not one of them, nor any shadow or frag- 
ment of them ; but merely serve to caricature the 
noble buildings of past ages, and to bring their form 
into dishonour by leaving out their souL 

The following addresses are therefore arranged, 
as I have just stated, to put this great law, and 
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one or two collateral ones, in less mistakeable 
light, securing even in this irregular form at least 
clearness of assertion. For the rest, the question 
at issue is not one to be decided by argument, 
but by experiment, which if the reader is dis- 
inclined to make, all demonstration must be useless 
to him. 

The lectures are for the most part printed as 
they were read, mending only obscure sentences 
here and there. The parts which were trusted to 
extempore speaking are supplied, as well as I can 
remember (only with an addition here and there of 
things I forgot to say), in the words, or at least the 
kind of words, used at the time ; and they contain, 
at all events, the substance of what I said more accu- 
rately than hurried journal reports. I must beg my 
readers not in general to trust to such, for even in 
fast speaking I try to use words carefully; and any 
alteration of expression will sometimes involve a 
great alteration in meaning. A little while ago I 
had to speak of an architectural design, and called 
it " elegant," meaning, founded on good and well 
" elected " models ; the printed report gave " excel- 
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lent" design (that is to say, design excellingly good), 
which I did not mean, and should, even in the most 
hurried speaking, never have said. 

The illustrations of the lecture on iron were 
sketches made too roughly to be engraved, and yet 
of too elaborate subjects to allow of my drawing 
them completely. Those now substituted will, how- 
ever, answer the purpose nearly as well, and are 
more directly connected with the subjects of the 
preceding lectures; so that I hope throughout the 
volume the student will perceive an insistance 
upon one main truth, nor lose in any minor direc- 
tion of inquiry the sense of the responsibility which 
the acceptance of that truth fastens upon him; 
responsibility for choice, decisive and conclusive, 
between two modes of study, which involve ulti- 
mately the development, or deadening, of every 
power he possesses. I have tried to hold that 
choice clearly out to him, and to unveil for him 
to its farthest the issue of his turning to the right 
hand or the left. Guides he may find many, and 
aids many; but all these will be in vain unless he 
has first recognised the hour and the point of life 
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when the way divides itself, one way leading to 
the Olive mountains — one to the vale of the Salt 
Sea. There are few cross roads, that I know of, 
from one to the other. Let him pause at the parting 
of The two Paths. 
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1ECTDEE I. 

THE DETERIORATIVE POWER OF CONVENTIONAL 
ART OVER NATIONS. 

AN INAUGURAL LECTURE, 

Delivered at the Kensington Museum,* January, 1858. 

As I passed, last summer, for the first time, through 
the north of Scotland, it seemed to me that there 
was a peculiar painfulness in its scenery, caused by 

* A few introductory words, in which, at the opening of this 
lecture, I thanked the Chairman (Mr. Cockerell), for his support 
on the occasion, and asked his pardon for any hasty expressions 
in my writings, which might have seemed discourteous towards 
him, or other architects whose general opinions were opposed 
to mine, may he found hy those who care for preambles, not 
much misreported, in the Building Chronicle ; with such comments 
as the genius of that journal was likely to suggest to it. 

B 
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the non-manifestation of the powers of human 
art. I had never travelled in, nor even heard 
or conceived of such a country before; nor, 
though I had passed much of my life amidst 
mountain scenery in the south, was I before aware 
how much of its charm depended on the little 
gracefulnesses and tendernesses of human work, 
which are mingled with the beauty of the Alps, 
or spared by their desolation. It is true that 
the art which carves and colours the front of 
a Swiss cottage is not of any very exalted kind ; 
yet it testifies to the completeness and the deli- 
cacy of the faculties of the mountaineer: it is true 
that the remnants of tower and battlement, which 
afford footing to the wild vine on the Alpine pro- 
montory, form but a small part of the great serra- 
tion of its rocks; and yet it is just that fragment 
of their broken outline which gives them their 
pathetic power, and historical majesty. And this 
element among the wilds of our own country I 
found wholly wanting. The Highland cottage is 
literally a heap of gray stones, choked up, rather 
than roofed over, with black peat and withered 
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heather; the only approach to an effort at deco- 
ration consists in the placing of the clods of pro-; 
tective peat obliquely on its roof, so as to give a 
diagonal arrangement of Hnes, looking somewhat as 
if the surface had been scored oyer by a gigantic 
claymore. 

And, at least among the northern hills of Scot* 
land, elements of more ancient architectural interest 
are equally absent. The solitary peel-house is 
hardly discernible by the windings of the stream; 
the roofless aisle of the priory is lost among the 
enclosures of the Tillage; and the capital city of 
the Highlands, Inverness, placed where it might 
ennoble one of the sweetest landscapes, and by the 
shore of one of the loveliest estuaries in the world ; — 
placed between the crests of the Grampians and the 
flowing of the Moray Firth, as if it were a jewel 
clasping the folds of the mountains to the bine zone 
of the sea, — is only distinguishable from a distance 
by one architectural feature, and exalts all the 
surrounding landscape by no other associations 
than those which can be connected with its modern 
castellated gaol. 

B 2 
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While these conditions of Scottish scenery affected 
me very painfully, it being the first time in my 
life that I had been in any country possessing 
no valuable monuments or examples of art, they 
also forced me into the consideration of one or two 
difficult questions respecting the effect of art on the 
human mind ; and they forced these questions upon 
me eminently for this reason, that while I was 
wandering disconsolately among the moors of the 
Grampians, where there was no art to be found, news 
of peculiar interest were every day arriving from 
a country where there was a great deal of art, and 
art of a delicate kind, to be found. Among the 
models set before you in this institution, and in the 
others established throughout the kingdom for the 
teaching of design, there are, I suppose, none in 
their kind more admirable than the decorated works 
of India, They are, indeed, in all materials capable 
of colour, wool, marble, or metal, almost inimitable 
in their delicate application of divided hue, and fine 
arrangement of fantastic line. Nor is this power of 
theirs exerted by the people rarely, or without 
enjoyment; the love of subtle design seems uiri- 
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versa! In the race, and is developed in every imple- 
ment that they shape, and every building that they 
raise ; it attaches itself with the same intensity, and 
with the same success, to the service of superstition, 
of pleasure or of cruelty; and enriches alike, with 
one profusion of enchanted iridescence, the dome of 
the pagoda, the fringe of the girdle, and the edge of 
the sword. 

So then you have, in these two great populations, 
Indian and Highland — in the races of the jungle 
and of the moor — two national capacities distinctly 
and accurately opposed. On the one side you have 
a race rejoicing in art, and eminently and univer- 
sally endowed with the gift of it; on the other you 
have a people careless of art, and apparently in- 
capable of it, their utmost efforts hitherto reaching 
no farther than to the variation of the positions of 
the bars of colour in square chequers. And we are 
thus urged naturally to inquire what is the effect 
on the moral character, in each nation, of this vast 
difference in their pursuits and apparent capacities ? 
and whether those rude chequers of the tartan, or the 
exquisitely fancied involutions of the Cashmere, fold 
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habitually over the noblest hearts ? We have had our 
answer. Since the race of man began its course of 
sin on this earth, nothing has ever been done by it 
so significative of all bestial, and lower than bestial 
degradation, as the acts of the Indian race in the 
year that has just passed by. Cruelty as fierce 
may indeed have been wreaked, and brutality as 
abominable been practised before, but never under 
like circumstances; rage of prolonged war, and re- 
sentment of prolonged oppression, have made men 
as cruel before now ; and gradual decline into bar- 
barism, where no examples of decency or civilization 
existed around them, has sunk, before now, isolated 
populations to the lowest level of possible humanity. 
But cruelty stretched to its fiercest against the 
gentle and unoffending, and corruption festered to its 
loathsomest in the midst of the witnessing presence 
of a disciplined civilization, — these we could not have 
known to be within the practicable compass of human 
guilt, but for the acts of the Indian mutineer. And, 
as thus, on the one hand, you have an extreme 
energy of baseness displayed by these lovers of 
art; on the other, — as if to put the question into 
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ike narrowest compass — you have had an extreme 
energy of virtue displayed by the despisers of art 
Among all the soldiers to whom yon owe your 
victories in the Crimea, and your avenging in the 
Indies, to none are you bound by closer bonds of 
gratitude than to the men who have been born and 
bred among those desolate Highland moors. And 
thus you have the differences in capacity and circum- 
stance between the two nations, and the differences 
in result on the moral habits of two nations, pot 
into the most significant — the most palpable — the 
most brief opposition. Out of the peat cottage come 
faith, courage, self-sacrifice, purity, and piety, and 
whatever else is fruitful in the work of Heaven; 
out of the ivory palace come treachery, cruelty, 
cowardice, idolatry, bestiality, — whatever else is 
fruitful in the work of HelL 

But the difficulty does not close here. From 
one instance, of however great apparent force, it 
would be wholly unfair to gather any general con- 
clusion — wholly illogical to assert that because we 
had once found love of art connected with moral 
baseness, the love of art must be the general 
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root of moral baseness *, and equally unfair to 
assert that, because we had once found neglect of 
art coincident with nobleness of disposition, neglect 
of art must be always the source or sign of that 
nobleness. But if we pass from the Indian penin- 
sula into other countries of the globe; and from 
our own recent experience, to the records of his- 
tory, we shall still find one great fact fronting us, 
in stern universality — namely, the apparent con- 
nection of great success in art with subsequent 
national degradation. You find, in the first place, 
that the nations which possessed a refined art were 
always subdued by those who possessed none: you 
find the Lydian subdued by the Mede ; the 
Athenian by die Spartan ; the Greek by the 
Roman ; the Roman by the Goth 3 the Bur- 
gundian by the Switeer; but you find, beyond 
this — that even where no attack by any external 
power has accelerated the catastrophe of the state, 
the period in which any given people reach their 
highest power in art is precisely that in which they 
appear to sign the warrant of their own ruin ; and 
that, from the moment in which a perfect statue ap- 
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pears in Florence, a perfect picture in Venice, or a 
perfect fresco in Rome, from that hour forward, pro- 
bity, industry, and courage seem to be exiled from 
their walls, and they perish in a sculpturesque 
paralysis, or a many-coloured corruption. 

But even this is not all. As art seems thus, in its 
delicate form, to be one of the chief promoters of 
indolence and sensuality, — so, I need hardly remind 
you, it hitherto has appeared only in energetic mani- 
festation when it was in the service of superstition* 
The four great manifestations of human intellect 
which founded the four principal kingdoms of art, 
Egyptian, Babylonian, Greek, and Italian, were 
developed by the strong excitement of active super- 
stition in the worship of Osiris, Belus, Minerva, and 
the Queen of Heaven. Therefore, to speak briefly, 
it may appear very difficult to show that art has 
ever yet existed in a consistent and thoroughly 
energetic school, unless it was engaged in the pro- 
pagation of falsehood, or the encouragement of vice. 

And finally, while art has thus shown itself always 
active in the service of luxury and idolatry, it has 
also been strongly directed to the exaltation of 
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cruelty- A nation wliicli lives a pastoral and inno- 
cent life never decorates the shepherd's staff or the 
plough -handle, but races who live by depredation 
and slaughter nearly always bestow exquisite orna- 
ments on the quiver, the helmet, and the spear- 
Does it not seem to you* then, on all these three 
counts, more than questionable whether we are 
assembled here in Kensington museum to any good 
purpose? Might we not justly he looked upon with 
suspicion and fear, rather than with sympathy, by the 
linn runt and unartistical public? Are we even sure 
of ourselves ? Do we know what we are about ? 
Are we met here as honest people ? or are we not 
rather so many Catilines assembled to devise the 
hasty degradation of our country, or* like a con- 
clave of midnight witches, to summon and send 
forth* on new and unsuspected missions, the demons 
of luxury, cruelty, and superstition ? 

1 trust, upon the whole, that it is not so: £ am 
sure that Mr. llcdgravo and Mr. Cole do not at 
all include results of this kind in their conception 
of the ultimate objects of the institution which owes 
so much to their strenuous and well-directed exer- 
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tions. And I have put this painful question before 
yon, only that we may face it thoroughly, and, as 
I hope, out-face it If you will give it a little 
sincere attention this evening, I trust we may find 
sufficiently good reasons for our work, and proceed 
to it hereafter, as all good workmen should do, with 
clear heads, and calm consciences. 

To return, then, to the first point of difficulty, the 
relations between art and mental disposition in India 
and Scotland. It is quite true that the art of India 
is delicate and refined. But it has one curious cha- 
racter distinguishing it from all other art of equal 
merit in design — it never represents a natural fact 
It either forms its compositions out of meaningless 
fragments of colour and Sowings of line ; or, if it 
represents any living creature, it represents that 
creature under some distorted and monstrous form. 
To all the facts and forms of nature it wilfully and 
resolutely opposes itself; it will not draw a man, 
but an eight-armed monster ; it will not draw a 
flower, but only a spiral or a zigzag. 

It thus indicates that the people who practise it 
are cut off from all possible sources of healthy 
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knowledge or natural delight; that they have wil- 
fully sealed up and put aside the entire yolume of 
the world, and have got nothing to read, nothing 
to dwell upon j but that imagination of the thoughts 
of their hearts, of which we are told that * r it is 
only evil continually," Over the whole spectacle of 
creation they have thrown a veil in which there 
is no rent For them no star peeps through the 
blanket of the dark — for them neither their heaven 
shines nor their mountains rise — for them the flowers 
do not blossom — for them the creatures of field and 
forest do not live. They lie bound in the dungeon 
of their own corruption, encompassed only by dole- 
ful phantoms, or by spectral vacancy* 

Need I remind you what an exact reverse of this 
condition of mind, as respects the observance of 
nature, is presented by the people whom we have 
just been led to contemplate in contrast with the 
Indian race ? You will find upon reflection* that all 
the highest points of the Scottish character are con- 
nected with impressions derived straight from the 
natural scenery of their country. No nation has ever 
before shown, in the general tone of its language, — 
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in the general current of its literature, — so constant 
& habit of hallowing its passions and confirming its 
principles by direct association with the charm, or 
power, of nature. The writings of Scott and Burns 
— and jet more, of the far greater poets than Burns 
who gave Scotland her traditional ballads, — furnish 
you in every stanza — almost in every line, — with ex- 
amples of this association of natural scenery with the 
passions ;* but an instance of its farther connection 
with moral principle struck me forcibly just at the 
time when I was most lamenting the absence of art 
among the people. In one of the loneliest districts 
of Scotland, where the peat cottages are darkest, 
just at the western foot of that great mass of the 
Grampians which encircles the sources of the Spey 

* The great poets of Scotland, like the great poets of all other 
countries, never write dissolutely, either in matter or method ; 
but with stern and measured meaning in every syllable. Here's a 
bit of first-rate work for example:— 
" Tweed said to Till, 
' What gars ye rin sae still ? ' 

Till said to Tweed, 
4 Though ye rin wV speed, 
And I rin slaw, 
Whar ye droon ae man, 
Idroontwa. ,,, 
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and the Dee, the main road which traverses the 
chain winds ronnd the foot of a broken rock called 
Crag, or Craig EHachie* There is nothing remark- 
able in cither its height or form; it is darkened 
with a few scattered pines, and touched along its 
summit with a flush of heather ; hut it constitutes a 
kind of headland, or leading promontory, in the 
group of hills to which it belongs— a sort of initial 
letter of the mountains ; and thus stands in the mind 
of the inhabitants of the district, the Clan Grant, for 
;i type of their country, and of the influence of that 
country upon themselves. Their sense of this is 
beautifully indicated in the war-cry of the clan, 
c * Stand fast, Craig Ellachie." You may think long 
over those few words without exhausting the deep 
wells of feeling and thought contained in them — the 
love of the native land* the assurance of their faith- 
fulness to it; the subdued and gentle assertion of 
indomitable courage — I may need to be told to stand, 
but, if I do, Cratg Ellachie does- You could not but 
have felt, had you passed beneath it at the time when 
so many of England's dearest children were being 
defended by the strength of heart of men born at 
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its foot, how often among the delicate Indian palaces, 
whose marble was pallid with horror, and whose 
vermilion was darkened with blood, the remem- 
brance of its rough gray rocks and purple heaths 
must have risen before the sight of the Highland 
soldier; how often the hailing of the shot and the 
shriek of battle would pass away from his hearing, 
and leave only the whisper of the old pine branches, 
— " Stand fast, Craig Ellachie ! " 

Ton have, in these two nations, seen in direct 
opposition the effects on moral sentiment of art 
without nature, and of nature without art And 
y<m see enough to justify you in suspecting — 
while, if yo* choose to investigate the subject 
more deeply and with other examples, you will find 
enough to justify you in concluding — that art, fol- 
lowed as such, and for its own sake, irrespective of 
the interpretation of nature by it, is destructive 
of whatever is best and noblest in humanity; but 
that nature, however simply observed, or imperfectly 
known, is, in the degree of the affection felt for 
k, protective and helpful to all that is noblest in 
humanity. 



16 
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You might then conclude farther, that art, so far 
as it was devoted to the record or the interpretation 
of nature, would be helpful and ennobling also. 

And you would conclude this with perfect truth. 
Let rae repeat the assertion distinctly and solemnly, 
as the first that I am permitted to make in this 
building, devoted in a way so new and 30 admirable 
to the service of the art-students of England— 
Wherever art is practised for its own sake, and the 
delight of the workman is in what he does and pro- 
duces, instead of in what he interprets or exhibits, — 
there art has an influence of the most fatal kind on 
brain and heart, and it issues, if long so pursued, 
in the destruction both of intellectual power and 
moral principle; whereas art, devoted humbly and 
self-forgetfully to the clear statement and record 
of the facts of the universe, is always helpful and 
beneficent to mankind, full of comfort, strength, 
and salvation. 

Now, when you were once well assured of this, 
you might logically infer another thing, namely, 
that when Art was occupied in the function ia which 
she was serviceable, she would herself be strength- 
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ened by the service ; and when she was doing what 
Providence without doubt intended her to do, she 
would gain in vitality and dignity just as she 
advanced in usefulness. On the other hand, you 
might gather, that when her agency was distorted to 
the deception or degradation of mankind, she would 
herself be equally misled and degraded — that she 
would be checked in advance, or precipitated in 
decline. 

And this is the truth also ; and holding this clue 
you will easily and justly interpret the phenomena 
of history. So long as Art is steady in the contem- 
plation and exhibition of natural facts, so long she 
herself lives and grows; and in her own life and 
growth partly implies, partly secures, that of the 
nation in the midst of which she is practised. But 
a time has always hitherto come, in which, having 
thus reached a singular perfection, she begins to 
contemplate that perfection, and to imitate it, and 
deduce rules and forms from it ; and thus to forget 
her duty and ministry as the interpreter and dis- 
coverer of Truth. And in the very instant when 
this diversion of her purpose and forgetfulness of 

c 
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her function take place — forgetfulness generally 
coincident with her apparent perfection — in that 
instant, I say, begins her actual catastrophe; and 
by her own Ml-— so far as she has influence — she 
accelerates the ruin of the nation by which she is 
practised. 

The study, however, of the effect of art on the 
mind of nations is one rather for the historian than 
for us ; at all events it is one for the discussion of 
which we have no more time this evening. But I 
will ask your patience with me while I try to illus- 
trate, in some farther particulars, the dependence of 
the healthy state and power of art itself upon the 
exercise of its appointed function in the interpreta- 
tion of fact 

You observe that I always say interpretation, 
never imitation* My reason for doing so is, first, 
that good art rarely imitates; it usually only 
describes or explains. But my second and chief 
reason is that good art always consists of two things : 
First, the observation of fact ; secondly, the mani- 
festing of human design and authority in the way 
that fact is told. Great and good art must unite 
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the two ; it cannot exist for a moment but in their 
unity ; it consists of the two as essentially as water 
consists of oxygen and hydrogen, or marble of lime 
and carbonic add. 

Let us inquire a little into the nature of each 
of the elements. The first element, we say, is the 
love of Nature, leading to ther effort to observe and 
report her truly. And this is the first and leading 
element. Review for yourselves the history of art, 
and you will find this to be a manifest certainty, 
that no great school ever yet existed which had not for 
primal aim Hue representation of some natural fact 
as truly as 'possible. There have only yet appeared 
in the world three schools 6f perfect art — schools, 
that is to say, which did their work as well as it 
seems possible to do it. These are the Athenian,* 
Florentine, and Venetian. The Athenian proposed 
to itself the perfect representation of the form of 
the human body. It strove to do that as well as 
it could; it did that as well as it can be done ; and 
all its greatness was founded upon and involved in 

* See below, the farther notice of the real spirit of Greek work, 
in the address at Bradford. 

C 2 
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that single and honest effort The Florentine school 
proposed to itself the perfect expression of human 
emotion — the showing of the effects of passion in the 
human face and gesture. I call this the Floren- 
tine school* hecause, whether you take Raphael 
for the culminating master of expressionai art in 
Italy^ or Leonardo, or Michael Angelo, you will find 
that the whole energy of the national effort which 
produced those masters had its root in Florence; 
not at Urbino or Milan. I say, then, this Florentine 
or leading Italian school proposed to itself human 
expression for its aim in natural truth; it strove 
to do that as well as it could — did it as well as it 
can be done — and all its greatness is rooted iu that 
single and honest effort. Thirdly, the Venetian 
school proposed to itself the representation of the 
effect of colour and shade on all things ; chiefly 
on the human form. It tried to do that as 
well as it could — did It as well as it can be 
done — and all its greatness is founded on that 
single and honest effort. 

Pray* do not leave this room without a per- 
fectly clear holding of these three ideas. You may 
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try them, and toss them about, afterwards, as much 
as you like, to see if they'll bear shaking ; but do let 
me put them well and plainly into your possession. 
Attach, them to three works of art which you all 
have either seen or continually heard of. There's 
the (so-called) "Theseus" of the Elgin marbles. 
That represents the whole end and aim of the 
Athenian school — the natural form of the human 
body. All their conventional architecture — their 
graceful shaping and painting of pottery — whatso- 
ever other art they practised — was dependent for its 
greatness on this sheet-anchor of central aim : true 
shape of living man. Then take, for your type of the 
Italian school, Raphael's "Disputa del Sacramento;" 
that will be an accepted type by everybody, and will 
involve no possibly questionable points: the Germans 
will admit it; the English academicians will admit 
it ; and the English purists and pre-Raphaelites will 
admit it Well, there you have the truth of human 
expression proposed as an aim. That is the way 
people look when they feel this or that — when 
they have this or that other mental character : are 
they devotional, thoughtful, affectionate, indignant, or 
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inspired ? are they prophets, saints, priests, or kings ? 
then — whatsoever is truly thoughtful, affectionate, 
prophetic, priestly, kingly — that the Florentine 
school tried to discern, and show ; that they 
have discerned and shown ; and all their great- 
ness is first fastened in their aim at this central 
truth — the open expression of the living human 
souL 

Lastly, take Veronese's €€ Marriage in Cana" in 
the Louvre. There you have the most perfect 
representation possible of colour, and light, and 
shade, as they affect the external aspect of the 
human form, and its immediate accessories, archi- 
tecture, furniture, and dress. This external aspect 
of noblest nature was the first aim of the 
Venetians, and all their greatness depended on 
their resolution to achieve, and their patience in 
achieving it. 

Here, then, are the three greatest schools of the 
former world exemplified for you in three well- 
known works. The Phidian a Theseus" represents 
the Greek school pursuing truth of form ; the 
"Disputa" of Raphael, the Florentine school pur- 
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suing truth of mental expression; the "Marriage 
in Cana,* the Venetian school pursuing truth of 
colour and light. But do not suppose that the law 
which I am stating to you — the great law of art- 
life— can only he seen in these, the most powerful 
of all art schools. It is just as manifest in each 
and every school that ever has had life in it at all. 
Wheresoever the search after truth begins, there 
life begins; wheresoever that search ceases, there 
life ceases. As long as a school of art holds any 
chain of natural facts, trying to discover more of 
them and express them better daily, it may play 
hither and thither as it likes on this side of the 
chain or that; it may design grotesques and con- 
ventionalisms, build the simplest buildings, serve 
the most practical utilities, yet all it does will be 
gloriously designed and gloriously done ; but let it 
once quit hold of the chain of natural fact, cease to 
■pursue that as the clue to its work ; let it propose 
to itself any other end than preaching this living 
word, and think first of showing its own skill or its 
own fancy, and from that hour its fall is precipitate- 
its destruction sure ; nothing that it does or designs 
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will ever have life or loveliness in it more ; its hour 
has come, and there is no work, nor device, nor 
knowledge, nor wisdom in the grave whither it 
goeth. 

Let lis take for example that school of art over 
which many of you would perhaps think this law 
had little power — the school of Gothic architec- 
ture. Many of us may have been in the habit 
of thinking of that school rather as of one of forms 
than of facts — a school of pinnacles, and buttresses, 
and conventional mouldings, and disguise of nature 
by monstrous imaginings — not a school of truth at 
all. I think I shall be able, even in the little 
time we have to-night, to show that this is not 
so; and that our great law holds just as good at 
Amiens and Salisbury as it does at Athens and 
Florence. 

I will go back then first to the very beginnings 
of Gothic art, and before you, the students of Ken- 
sington, as an impannelled jury, I will bring two 
examples of the barbarism out of which Gothic art 
emerges, approximately contemporary in date and 
parallel in executive skill ; but, the one, a barbarism 
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that did not get on, and could not get on ; the 
other, a barbarism that could get on, and did get 
on ; and you, the impannelled jury, shall judge 
what is the essential difference between the two 
barbarisms, and decide for yourselves what is the 
seed of life in the one, and the sign of death in 
the other. 

The first, — that which has in it the sign of 
death, — furnishes us at the same time with an illus- 
tration far too interesting to be passed by, of cer- 
tain principles much depended on by our common 
modern designers. Taking up one of our archi- 
tectural publications the other day, and opening it 
at random, I chanced upon this piece of information, 
put in rather curious English ; but you shall have it 
as it stands — 

" Aristotle asserts, that the greatest species 
of the beautiful are Order, Symmetry, and the 
Definite." 

I should tell you, however, that this statement 
is not given as authoritative; it is one example of 
various Architectural teachings, given in a report in 
the Building Chronicle for May, 1857, of a lecture 
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on Proportion ; in which the only thing the lecturer 

appears to have proved was that, — 

" The system of dividing the diameter of the shaft of a column 
Into parts for copying the ancient architectural remains of Greece 
and Rome, adopted by architects from Vitruvius (circa B.C. 25) 
to the present period, as a method for producing ancient architec- 
ture, is entirely useless, for the several parts of Grecian architecture 
cannot be reduced or subdivided by this system ; neither does it 
apply to the architecture of Roma" 

Still, as far as I can make it out, the lecture 
-appears to have been just one of those of which 
you will at present hear so many, the protests of 
architects who have no knowledge of sculpture — or 
of any other mode of expressing natural beauty — 
against natural beauty ; and their endeavour to sub- 
stitute mathematical proportions for the knowledge 
of life they do not possess, and the representation 
of life of which they are incapable. Now, this 
substitution of obedience to mathematical law for 
sympathy with observed life, is the first characteristic 
of the hopeless work of all ages ; as such, you will 
find it eminently manifested in the specimen I have to 
give you of the hopeless Gothic barbarism ; the bar- 
barism from which nothing could emerge — for which 
no future was possible but extinction. The Aristote- 
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Han principles of the Beautiful are, you remember, 

Order, Symmetry, and the 
Definite. Here yon have 
the three, in perfection, 
applied to the ideal of an 
angel, in a psalter of the 
eighth century, existing in 
the library of St Jbhrfs 
College, Cambridge.* 
Now, you see the characteristics of this utterly 
dead school are, first the wilful closing of its eyes to 
natural facts ; — for, however ignorant a person may 
be, he need only look at a human being to see that it 
has a mouth as well as eyes; and secondly, the endea- 
vour to adorn or idealize natural fact according to 
its own notions: it puts red spots in the middle of 
the hands, and sharpens the thumbs, thinking to 
improve them. Here you have the most pure type 
possible of the principles of idealism in all ages : 
whenever people don't look at Nature, they always 
think they can improve her. You will also admire, 
doubtless, the exquisite result of the application of 
* I copy this woodcut from Westwood's u Paleeographia Sacra. 9 
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our great modem architectural principle of beauty — 
symmetry, or equal balance of part by part * you 
see even tbe eyes are made symmetrical — entirely 
round, instead of irregularly oval ; and the iris is 
set properly in the middle, instead of — as nature has 
absurdly put it — rather under the upper lid. You 
will also observe tbe "principle of the pyramid" 
in the general arrangement of the figure, and the 
value of * series" in tbe placing of the dots. 

From this dead barbarism we pass to living 
barbarism — to work done by hands quite as rude, 
if not ruder, and by minds as uninformed ; and 
yet work which in every line of it Is prophetic of 
power, and has in it the sure dawn of day. You 
have often beard it said that Giotto was the founder 
of art in Italy. He was not : neither he, nor 
Giunta Pisano, nor Niccolo Pisano, They all laid 
strong bands to the work, and brought it first into 
aspect above ground; but the foundation had been 
laid for them by the builders of the Lombardic 
churches in the valleys of the Adda and the 
Amo. It is in the sculpture of the round arched 
churches of North Italy, bearing disputable dates, 
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ranging from the eighth to the twelfth century, 
that you will find the lowest struck roots of the 
art of Titian and Raphael.* I go, therefore, to the 
church which is certainly the earliest of these, St 
Ambrogio, of Milan, said still to retain some por- 
tions of the actual structure from which St Ambrose 
excluded Theodosius, and at all events furnishing 
the most archaic examples of Lombardic sculpture 
in North Italy. I do not venture to guess their 
date ; they are barbarous enough for any date. 

We find the pulpit of this church covered with 
interlacing patterns, closely resembling those of the 
manuscript at Cambridge, but among them is figure 
sculpture of a very different kind. It is wrought 
with, mere incisions in the stone, of which the 
effect may be tolerably given by single lines in a 
drawing. Remember, therefore, for a moment — 
as characteristic of culminating Italian art — Michael 
Angelo's fresco of the €€ Temptation of Eve," in 
the Sistine chapel, and you will be more interested 

* I have said elsewhere, " the root of all art is struck in the 
thirteenth century." This is quite true : but of course some of 
the smallest fibres run lower, as in this instance. 
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in seeing the birth of Italian art, illustrated by 
the same subject, from St. Ambrogio, of Milan, 
the " Serpent beguiling Eve."* 




Yet, in that sketch, rude and ludicrous as it is, you 
have the elements of life in their first form. The 
people who could do that were sure to get on. For, 
observe, the workman's whole aim is straight at 
the facts, as well as he can get them; and not 
merely at the facts, but at the very heart of the 
facts. A common workman might have looked at 
nature for his serpent, but he would have thought 

* This cat is ruder than it should be ; the incisions in the 
marble hare a lighter effect than these rough black lines % but 
it is not worth while to do it better. 
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only of its scales. Bat this fellow does not want 
scales, nor coils ; he can do without them ; he 
wants the serpent's [heart — malice and insinuation; 
— and he has actually got them to some extent So 
also a common workman, even in this barbarous 
stage of art, might have carved Eve's arms and 
body a good deal better; but this man does not 
care about arms and body, if he can only get at 
Eve's mind — show that she is pleased at being 
flattered, and yet in a state of uncomfortable hesi- 
tation. And some look of listening, of complacency, 
and of embarrassment he has verily got: — note the 
eyes slightly askance, the lips compressed, and the 
right hand nervously grasping the left arm : nothing 
can be declared impossible to the people who could 
begin thus— the world is open to them, and all that 
is in it ; while, on the contrary, nothing is possible 
to the man who did the symmetrical angel — the 
world is keyless to him; he has built a cell for 
himself in which he must abide, barred up for ever 
— there is no more hope for him than for a sponge 
or a madrepore. 

I shall not trace from this embryo the pro- 
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gress of Gothic art in Italy, because it is much 
complicated and involved with traditions of other 
schools, and because most of the students will be* 
less familiar with its results than with their own 
northern buildings. So, these two designs indi- 
cating Death and Life in the beginnings of media> 
val art, we will take an example of the progress of 
that art from our northern work. Now, many of 
you, doubtless, have been interested by the mass, 
grandeur, and gloom of Norman architecture, as 
much as by Gothic traceries 5 and when you hear 
me say that the root of all good work lies in 
natural facts, you doubtless think instantly of your 
round arches, with their rude cushion capitals, and 
of the billet or zigzag work by which they are 
surrounded, and you cannot see what the know- 
ledge of nature has to do with either the simple 
plan or the rude mouldings- But all these simple 
conditions of Norman art are merely the expiring 
of it towards the extreme north. Do not study 
Norman architecture in Northumberland, but in 
Normandy, and then you will find that it is just 
a peculiarly manly, and practically useful, form of 
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the whole great French school of rounded archi- 
tecture. And where has that French school its 
origin? Wholly in the rich conditions of sculp- 
ture, which, rising first out of imitations of the 
Roman bas-reliefs, covered all the fa9ades of the 
French early churches with one continuous ara- 
besque of floral or animal life. If you want to 
study round-arched buildings, do not go to Durham, 
but go to Poictiers, and there you will see how all 
the simple decorations which give you so much plea- 
sure even in their isolated application were invented 
by persons practised in carving men, monsters, wild, 
animals, birds, and flowers, in overwhelming re- 
dundance ; and then trace this architecture forward 
in central France, and you will find it loses nothing 
of its. richness — it only gains in truth, and therefore 
in grace, until just at the moment of transition into 
the pointed style, you have the consummate type 
of the! sculpture of the school given you in the west 
front of the Cathedral of Chartres. From that 
front I have chosen two fragments to illustrate it** 

* This part of the lecture was illustrated by two drawings** 
made admirably by Mr. J. T. Laing, with the help of photographs* 

D 
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These statues have bee a long, and justly, con- 
sidered as representative of the highest skill of the 
twelfth or earliest part of the thirteenth century in 
France ; and they indeed possess a dignity and deli- 
cate charm; which are for the most part wanting in 
later works. It is owing partly to real nobleness 
of feature, but chiefly to the grace, mingled with 
severity, of the falling lines of excessively thin 
drapery ; as well as to a most studied finish in com- 
position, every part of the ornamentation tenderly 
harmonizing with the rest. So far as their power 
over certain tones of religious mind is owing to a 
palpable degree of non-naturalism in them, I do 
not praise it — the exaggerated thinness of body and 
stiflhess of attitude are faults ; but they are noble 
faults, and give the statues a strange look of form- 
ing part of the very building itself, and sustaining 
it — not like the Greek caryatid, without effort — nor 
like the Renaissance caryatid, by painful or impos- 
sible effort — but as if all that was silent, and stern, 

from statues at Cfiartres. The drawings rosy be seen at present 
at the Kensington Museum * but any large photograph of the west 
front of Chartres will enable the reader to follow what is stated in 
the Lecture, as far as ie needful. 
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and withdrawn apart, and stiffened in chill of 
heart against the terror of earth* had passed into 
a shape of eternal marble ; and thus the Ghost 
had given* to bear np the: pillars of the church on 
earth, all the patient and expectant nature that it 
needed na more in heaven. This is the transcen- 
dental view of the meaning of those sculptures. I 
do not dwell upon* ife What I do lean upon is 
their purely naturalistic and vital power* They 
axe all portraits — unknown, most of them, I believe, 
— but palpably and umnistakeably portraits, if not 
taksn. from the actual person fin! whom the statue 
stand*,, at all events studied from some living person 
whose featunea might fairly represent those of the 
king* or saint intended* Several of them I suppose 
to bee authentic : there is one of a queen, who has 
evidently, while she* livedo been notable for her 
bright black eyes. The sculptor has. cut the iris 
deep into the stbne, and' heir dark eyes are still 
suggested with her smile. . 

There is another, thing I wish you; to notice 
specially in. these: states— the- waif in which the 
floral moulding ia; associate* mtto the vertical' lines 

d 2 
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of the figure. Toa have thus the utmost com- 
plexity and richness of curvature set side by side 
■with the pure and delicate parallel lines, and both 
the characters gain in interest and beauty; but 
there is deeper significance in the thing than that 
of mere effect in composition; — significance not 
intended on the part of the sculptor, but all the 
more valuable because unintentional. I mean the 
close association of the beauty of lower nature in 
animals and flowers, with the beauty of higher 
nature in human form. You never get this in 
Greek work. Greek statues are always isolated; 
blank fields of stone, or depths of shadow, relieving 
the form of the statue, as the world of lower 
nature which they despised retired in darkness 
from their hearts. Here, the clothed figure seems 
the type of the Christian spirit — in many respects 
feebler and more contracted — but purer; clothed 
in its white robes and crown, and with the riches 
of all creation at its side. 

The next step in the change will be set be- 
fore you in a moment, merely by comparing this 
statue from the west front of Chartres with that 
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of the Madonna, from the south transept door of 
Amiens.* 

This Madonna, with the sculpture round her, 
represents the culminating power of Gothic art in 
the thirteenth century. Sculpture has been gaining 
continually in the interval ; gaining, simply because 
becoming every day more truthful, more tender, 
and more suggestive. By the way, the old Douglas 
motto, " Tender and true," may wisely be taken up 
again by all of us, for our own, in art no less than 
in other things. Depend upon it, the first universal 
characteristic of all great art is Tenderness, as the 
second is Truth. I find this more and more every 
day : an infinitude of tenderness is the chief gift and 
inheritance of all the truly great men. It is sure 
to involve a relative intensity of disdain towards 
base things, and an appearance of sternness and 
arrogance in the eyes of all hard, stupid, and vulgar 
people — quite terrific to such, if they are capable of 
terror, and hateful to them, if they are capable of 

* There are many photographs of this door and of its central 
statue. Its sculpture in the tympanum is farther described in the 
Fourth Lecture. 
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nothing higher ihaax hatred. Dante's is the great type 
of this class of mind. I say the first inheritance is 
Tenderness — the second Truth, because the Tender- 
ness is in the imake of the creature, the Truth in 
his .acquired habits Mod knowledge : besides, the 
love comes first in dignity as well as in time, and 
that is always pore and complete; the .truth, at best, 
imperfect 

To .come back /to eur statue. You will observe 
that the arrangement of this sculpture is exactly 
.the same as at Qhartres— severe falling drapery, 
set off by rich Jural ornament at the side; but the 
statue is now (Completely animated; it is no longer 
fixed as an upright pillar, but bends aside out of its 
niche, and the floral .ornament, /instead of being a 
conventional wreath, is of exquisitely arranged haw- 
thorn. The work, 'however, as a whole, though 
perfectly characteristic of the advance of the age in 
style and purpose, is in some subtler qualities in- 
ferior to that of Chartres. The individual sculptor, 
though trained in a more advanced school, has been 
himself a man of inferior order of mind compared 
to the one who worked at Chartres. But I have 
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not time ta point iout to you the subtler characters 
by which I know this. 

This statue, than, marks the culminating point of 
Gothic act, because, up to this time* the eyes of its 
designers had bean steadily iked on j&attural tenth-— 
they had been advancing from flower to .flower* 
feom form to form, from face to ifeee, — gaining 
perpetually in .knowledge and veracity — itherefors, 
perpetually in power and in grace. But tat this 
point a fatal change fame over their aim. From 
the statue they now began to turn the attention 
chiefly to the niche of the statue, and from the 
floral ornament to this moulding* that enchased the 
floral ornament. The first result nf this wa^hewr 
evar, though not the grandest, yet j&e most .finished 
of northern genius. Youiave, in the earlier Gtathio, 
less wonderfid construction, less tcareftd .masonry, 
iar Jess expression of harmony of parts in the 
balance of the building. Earlier work .always hap 
more or less of the character of a good solid wall 
with irrejgular holes in it, well carved wherever 
there was room. But the last phase of good Gothic 
has no room to spare ; it rises as high as it -can 
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on narrowest foundation^ stands In perfect strength 
with the least possible substance in its bars * con- 
nects niche with niche, and line with line, in an 
exquisite harmony, from which no stone can be 
removed, and to which you can add not a pinnacle; 
and yet introduces in rich, though now more cal- 
culated profusion, the living element of its sculp- 
ture : sculpture in the quatrefoils — sculpture in the 
brackets — sculpture in the gargoyles — sculpture in 
the niches — sculpture in the ridges and hollows 
of its mouldings, — not a shadow without meaning, 
and not a light without life.* But with this ver) 
perfection of Ins work came the unhappy pride of 
the builder in what he had done* As long as he 
bad been merely raising clumsy walls and carving 
them, like a child, in waywardness of fancy, his de- 
light was in the things he thought of as he carved ; 
but when he had once reached this pitch of construc- 
tive science, he began to think only how cleverly he 



* The two transepts of Rouen Cathedral illustrate thi§ style. 
There are plenty of photographs of them. I take this opportunity 
of repeating what I have several times before stated, for the sake 
of travellers, that St. Ouen, impressive as it is, is entirely inferior 
to the transepts of Rouen CathcdniL 
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could put the stones together. The question was 
not now with him, What can I represent ? but, How 
high can I build— how wonderfully can I hang this 
arch in air, or weave this tracery across the clouds? 
And the catastrophe was instant and irrevocable. 
Architecture became in France a mere web of 
waving lines, — in England a mere grating of per- 
pendicular ones. Redundance was substituted for 
invention, and geometry for passion ; the Gothic 
art became a mere expression of wanton expen- 
diture,- and vulgar mathematics; and was swept 
away, as it then deserved to be swept away, by 
the severer pride, and purer learning, of the schools 
founded on classical traditions. 

You cannot now fail to see how, throughout the 
history of this wonderful art — from its earliest dawn 
in Lombardy to its last catastrophe in France and 
England — sculpture, founded on love of nature, 
was the talisman of its existence ; wherever sculp- 
ture was practised, architecture arose — wherever 
that was neglected, architecture expired; and, be- 
lieve me, all you students who love this mediaeval 
art, there is no hope of your ever doing any good 
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with it, hut on this everlasting principle. Tour 
patriotic associations 'with it ore of no use; your 
romantic associations with it — either of chivalry 
or religion — are of no use ; they are worse Ahan 
useless, they are fake. >Groth*c is not an art for 
knights and nobles; it is an art for the people: 
it k not an art for churches or sanctuaries; it is 
an art far houses and iames: it is not an art for 
England only, hut an art Jbr the world: above 
all, it is not an art of form or tradition only, but 
an art of vital practice And perpetual renewal 
And whosoever pleads for it as an ancient or a 
formal thing, and tries to teach it you as an eccle- 
siastical tradition or a geometrical science, JcnowB 
nothing s£ its .essence, less than nothing of its 
power. 

Leave, therefore, boldly, though net irreverently, 
mysticism and symbolism on the one side ; cast 
away with utter scorn geometry and legalism on 
the other; seize hold of God's hand, and look full 
in the faoe trf His creation, and there is nothing 
He will.n<xt enable yon to achieve. 

Thus, then, you will find—and .the more pre- 
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found and .fecmxBte your Jaa«wle<lge of the history 
of .art the more aumedly you ■will :fwd — that ihe 
living power in all the real schools, he they .great 
-ox small, as lone tof aaature. But do inot mistake 
me by supposing that I mean .this Jaw to be all 
that is necessary to form a aohooL There needs 
to he ranch superadded to it, tthough there never 
must be ,mny±him* impersedhag it. The .main thing 
whidh maeds -tote superadded is ^he gift of design. 

it » always dangerous, and liable .to diminish 
the clearness of impression, to go over much 
ground in the ooiurse of 0ne lecture. Bust; I daze 
not present y«ra "with a maimed view -of this im~ 
frntant sulojecti I dare not put off to another time, 
when ithe flame qperseos would not he again assem- 
bled, the statement <of ithe great collateral jieees- 
arity ^which, as well . as the necessity of truth, governs 
attLiaobieraart. 

That joollateral mooessity is ihe /visible ttperatixm 
irf ihuman ^inidkct in ihe presentation of truth* ihe 
-mddwBtee^af what is properly called design or iplan 
-in Ahe^wonk, no less than tf veracity. A looking- 
glass xLaurnot design— 4t receives and cammiinicato 
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indiscriminately all that passes before i^; a painter 
designs when he chooses some things, refuses others, 
and arranges all* 

This selection and arrangement must have influ- 
ence over everything that the art is concerned with, 
great or small — over lines, over colours, and over 
ideas* Given a certain group of colours, by adding 
another colour at the side of them, you will cither 
improve the group and render it more delightful , 
or injure it, and render it discordant and unintel- 
ligible. " Design" is the choosing and placing the 
colour so as to help and enhance all the other 
colours it is set beside- So of thoughts : in a good 
composition, every idea is presented in just that 
order, and with just that force, which will perfectly 
connect it with all the other thoughts in the work, 
and will illustrate the others as well as receive 
illustration from themj so that the entire chain 
of thoughts offered to the beholder's mind shall he 
received by him with as much delight and with 
as little effort as is possible, And thus you see 
design, properly so caUeu, is human invention, con- 
sulting human capacity. Out of the infinite heap 
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of things around us in the world, it chooses a- cer- 
tain number which it can thoroughly grasp, and 
presents this group to the spectator in the form 
best calculated to enable him to grasp it also, and 
to grasp it with delight 

And accordingly, the capacities of both gatherer 
and receiver being limited, the object is to make 
everything that you offer helpful and precious. If you 
give one grain of weight too much, so as to increase 
fatigue without profit, or bulk without value — 
that added grain is hurtful: if you put one spot 
or one syllable out of its proper place, that spot 
or syllable will be destructive — how far destructive 
it is almost impossible to tell: a misplaced touch 
may sometimes annihilate the labour of hours* 
Nor are any of us prepared to understand the 
work of any* great master, till we feel this, and 
feel it as distinctly as we do the value of arrange* 
ment in the notes of music. Take any noble 
musical air, and you find* on examining it, that 
not one even of the faintest or shortest notes 
can be removed without destruction to the whole 
passage in which it occurs; and that every note 
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in the passage is twenty times more beautiful 
so introduced* than it would, have been if played 
singly on the instrument. Precisely this degree 
of arrangement and relation must exist between 
every touch* and line in a great picture. You 
may consider the whole as a prolonged musical 
composition : its parts \ as separate airs connected 
in the story ; its little bits and fragments of colour 
and line* as separate passages or bars in melodies; 
and down to the minutest note of the whole — down 
to the minutest touch, — if there is one that can be 
spared — that one is doing mischief. 

Remember therefore always* you have two charac- 
ters in which all greatness of art consists : — First, the 
earnest and intense seizing of natural facts * then the 
ordering those facts by strength of human intellect* 
so as to make them* for all who look upon them, 
to the utmost serviceable* memorable, and beautiful 
And thus gTeat art is nothing el fie than the type 
of strong and noble life ; for, as the ignoble per- 
son, in his dealings with all that occurs in the 

* Literally. I know bow exaggerated thii itatemeat sounds ; 
but I mean it, — every lyHable of it, — See Appendix IF, 
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world about him, first sees nothing clearly, — looks 
nothing fairly in the face, and then allows himself 
to be swept away by the trampling torrent,, and un- 
escapable force,, of the things that he would not fore- 
see, and could; not understand :. s&the noble person, 
looking the facta of the world full in the face, and 
fathoming, them. with, deep feculty^then deals with 
them in xmalarmed intelligence, and! unhurried 
steength r and becomes, with his human, intellect 
and will) no unconscious nor insignificant agent in 
consummating their good, and restraining their eviL 

Thus, in, human life you have the two- field& of 
rightful toil for ever ctiatinguished, yet for: ever 
associated;. Truth first — plan, or design, founded 
theceon i so in art, yon. have the= same two fields 
for ever distinguished, for ever associated; Truth 
first—- plan, or design, founded thereon. 

New hitherto there is not the least difficulty 
in the subject.} none of yon can. look for a 
moment at any great sculptor or* painter without 
seeing: the Ml bearing of these principles. But a 
difficulty arises when you come to examine the 
art of a lower order, concerned with furniture and 
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manufacture, for in that art the element of design 
enters without, apparently, the element of truth. 
You have often to obtain beauty and display inven- 
tion without direct representation of nature. Yet, 
respecting all these things also, the principle is per- 
fectly simple. If the designer of furniture, of cups 
and vases, of dress patterns, and the like, exercises 
himself continually in the imitation of natural form 
in some leading division of his work ; then, holding 
by this stem of life, he may pass down into all kinds 
of merely geometrical or formal design with perfect 
safety, and with noble results.* Thus Giotto, being 
primarily a figure painter and sculptor, is, second- 
arily, the richest of all designers in mere mosaic 
of coloured bars and triangles; thus Benvenuto 
Cellini, being in all the higher branches of metal- 
work a perfect imitator of nature, is in all its 
lower branches the best designer of curve for 
lips of cups and handles of vases; thus Holbein, 
exercised primarily in the noble art of truthful 
portraiture, becomes, secondarily, the most exquisite 

* This principle, here cursorily stated, is one of the chief 
subjects of inquiry in the following Lectures. 
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designer of embroideries of robe, and blazonries on 
wall ; and thus Michael Angelo, exercised primarily 
in the drawing of body and limb, distributes in the 
mightiest masses the order of his pillars, and in 
the loftiest shadow the hollows of his dome. But 
once quit hold of this living stem, and set yourself 
to the designing of ornamentation, either in the 
ignorant play of your own heartless fancy, as the 
Indian does, or according to received application 
of heartless laws, as the modern European does, 
and there is but one word for you — Death : — death 
of every healthy faculty, and of every noble intelli- 
gence, incapacity of understanding one great work 
that man has ever done, or of doing anything 
that it shall be helpful for him to behold. You 
have cut yourselves off voluntarily, presumptuously, 
insolently, from the whole teaching of your Maker 
in His universe ; you have cut yourselves off from 
it, not because you were forced to mechanical labour 
for your bread — not because your fate had appointed 
you to wear away your life in walled chambers, or 
dig your life out of dusty furrows ; but, when your 
whole profession^ your whole occupation — all the 

B 
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necessities and chances of your existence, led you 
straight to the feet of the great Teacher, and thrust 
you into the treasury of His works ; where you have 
nothing to do but to Kve by gazing, and to grow by 
wondering 5— wilftdly you bind up your eyes from 
the splendour — wilftdly bind up your life-blood 
from its beating — wilfully turn your backs upon 
all die majesties of Omnipotence — wilftdly snatch 
your hands from all the aids of love ; and what 
can remain for you, but helplessness and blind- 
ness, — except the worse fate than the being blind 
yourselves — that of becoming Leaders of the 
blind? 

Do not think that I am speaking under excited 
feeling, or in any exaggerated terms, I have written 
the words I use, that I may know what I say, and 
that you, if you choose, may see what I have said. 
For, indeed, I have set before you to-night, to the 
best of my power, the sum and substance of the 
system of art to the promulgation of which I have 
devoted my life hitherto, and intend to devote what 
of life may still be spared to me. I have had bat 
one steady aim in all that I h*ve ever tried to 
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teach, namely — to declare that whatever was great 
in human art was the expreaskm of man's delight in 
<jrod's work. 

And at this time I have endeavoured to prove 
to you •*— if you investigate the subject you may 
more entirely prove to yourselves — that no school 
ever advanced far which iad not the love of 
natural fact as a primal energy. But it is still 
more important for yon to be assured that the 
conditions of life and death in the art of nations 
are also the conditions of life and death in your 
own; and that you .have it, each in his power 
at this very instant, to determine in which direc- 
tion has -steps are turning. It seems almost a 
terrible thing to tell yon, that all here have all 
the power of knowing at once what hope there is 
for them as artists; you would, perhaps, like better 
that there was some unremovable doubt about the 
chances of the future — some possibility that you 
might be advancing, in unconscious ways, towards 
unexpected successes — some excuse or reason for 
going about, as students do so often, to this master 
or the other, asking him if they havB genius, and 

E 2 
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whether they are doing right, and gathering, from 
his careless or formal replies, vague flashes of en- 
couragement, or fitfolnesses of despair. There is no 
need for this — no excuse for it All of you have 
the trial of yourselves in your own power; each 
may undergo at this instant, before his own judg- 
ment seat, the ordeal by fire. Ask yourselves what 
is the leading motive which actuates you while you 
are at work. I do not ask you what your leading 
motive is for working — that is a different thing; you 
may have families to support — parents to help — 
brides to win; you may have all these, or other 
such sacred and pre-eminent motives, to press the 
morning's labour and prompt the twilight thought 
But when you are fairly at the work, what is 
the motive then which tells upon every touch of 
it? If it is the love of that which your work 
represents — if, being a landscape painter, it is love 
of hills and trees that moves you — if, being a 
figure painter, it is love of human beauty and 
human soul that moves you — if, being a flower or 
animal painter, it is love, and wonder, and delight 
in petal and in limb that move you, then the 
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Spirit is upon you, and the earth is yours, and the 
fulness thereof. But if, on the other hand, it is 
petty self-complacency in your own skill, trust in 
precepts and laws, hope for academical or popular 
approbation, or avarice of wealth, — it is quite pos- 
sible that by steady industry, or even by fortunate 
chance, you may win the applause, the position, 
the fortune, that you desire; — but one touch of 
true art you will never lay on canvas or on stone 
as long as you live. 

Make, then, your choice, boldly and consciously, 
for one way or other it must be made. On 
the dark and dangerous side are set, the pride 
which delights in self-contemplation — the indolence 
which rests in unquestioned forms — the ighorance 
that despises what is fairest among God's creatures, 
and the dulness that denies what is marvellous in 
His working : there is a life of monotony for your 
own souls, and of misguiding for those of others. 
And, on the other side, is open to your choice the 
life of the crowned spirit, moving as a light in 
creation — discovering always — illuminating always, 
gaining every hour in strength, yet bowed down 
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every boor into deeper humility ; sore of being right 
in its aim, rare of being irresistible in its progress; 
happy in what it ha* seenrdy done— happier in 
what, day by day, it may a* securely hope; hap- 
piest at the ebse of life, when the right hand begins 
to forget its emming, to remember, that there was 
never a tonch of the chisel or the pencil it wielded, 
bat has added to the knowledge and quickened the 
happiness of mankind. 
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LECTURE IL 

TSB UOTTT OF ABT. 

Fart of an Address * delivered at Manchester, 14$ March, 
1859. 

It is sometimes my pleasant duty to visit other 
cities, in the hope of being able to encourage their 
art students; but here it is my pleasanter privilege 
to come for encouragement myself. I do not know 
when I have received so much as from the report 
read this evening by Mr. Hammersley, bearing 

* I was prevented, by press of other engagements, from pre- 
paring this address with the care I wished ; and forced to trust 
to such expression a* I could give at the moment to the points 
of principal importance ;. reading, however, the close of the pre- 
ceding lecture, which I thought contained some truths that would 
hear repetition. The whole was reported, better than it deserved, 
by Mr. Pitman, of the Manchester Courier, and published nearly 
verbatim. I have here extracted, from the published report, the 
facts wMeh I wish especially to enforce ; said have a little cleared 
their expression; its loose and colloquial character I cannot now 
help, unless by re- writing the whole, which it seems not worth 
while to do. 
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upon a subject which has caused me great anxiety. 
For I have always felt in my own pursuit of art, 
and in my endeavours to urge the pursuit of art 
on others, that while there are many advantages 
now that never existed before, there are certain 
grievous difficulties existing, just in the very cause 
that is giving the stimulus to art — in the immense 
spread of the manufactures of every country which 
is now attending vigorously to art We find that 
manufacture and art are now going on always to- 
gether ; that where there is no manufacture there 
is no art. I know how much there is of pretended 
art where there is no manufacture : there is much 
in Italy, for instance; no country makes so bold 
pretence to the production of new art as Italy 
at this moment; yet no country produces so little. 
If you glance over the map of Europe, you will 
find that where the manufactures are strongest, 
there art also is strongest. And yet I always felt 
that there was an immense difficulty to be encoun- 
tered by the students who were in these centres of 
modern movement. They had to avoid the notion 
that art and manufacture were in any respect 
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one. Art may be healthily associated with manu-> 
factnre, and probably in future will always be so; 
but the student must be strenuously warned against 
supposing that they can ever be one and the same 
thing, that art can ever be followed on the prin- 
ciples of manufacture. Each must be followed 
separately; the one must influence the other, but 
each must be kept distinctly separate from the 
other. 

It would be well if all students would keep 
clearly in their mind the real distinction between 
those words which we use so often, "Manufac- 
ture," "Art," and "Fine Art." "Manufacture" 
is, according to the etymology and right use of the 
word, " the making of anything by hands," — directly 
or indirectly, with or without the help of instruments 
or machines. Anything proceeding from the hand 
of man is manufacture; but it must have proceeded 
from his hand only, acting mechanically, and unin- 
fluenced at the moment by direct intelligence. 

Then, secondly, Art is the operation of the 
hand and the intelligence of man together: there 
is an art of making machinery; there is an art 
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of building ships; an art of making carriages; 
and so on. AH these, properly called Arts, but 
not Fine Arts, are pursuits in which the hand 
of man and his bead go together, working at the 
same instant; 

Their Fine Art is that in which the hand, the 
head, and the heart of man go together. 

Recollect this triple group; it will help yon to 
solve many difficult problems. And remember that 
though the hand must be at the bottom of every- 
thing, it must also go to the top of everything; 
for Fine Art mint be produced by the hand of 
man in a much greater and clearer sense than 
manufacture is. Fine Art must always be produced 
by the subtlest of all machines, which is the human 
hand. No machine yet contrived, or hereafter 
eontrivable, will ever equal the fine machinery of 
the human fingers. Thoroughly perfect art is that 
which proceeds from the heart, which involves all 
the noble emotions; — associates with these the head, 
yet as inferior to the heart ; and the hand, yet as 
inferior to the heart and head; and thus brings 
out the whole man. 
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Hence it follows that since Manufacture is rimply 
the operation of the hand of man in producing that 
which is useful to him, it essentially separates itself 
from the emotions; when emotions interfere with: 
machinery they spoil h : machinery must go evenly, 
without emotion. But the Fine- Arts cannot go 
evenly ; they always*- must bare emotion ruling 
their mechanism, and until the pupil begins to feel, 
and until all he does associates itself with the cur- 
rent of his feeling, he is not an artist. Bui pupils 
hi all the schools in this- country are now exposed 
to all "kinds of temptations which blunt their feel- 
ings, I constantly feel discouraged in addressing 
them because I know not how to tell them boldly 
what they ought to do, when I feel how practically 
difficult it is for them to do it There are all sorts 
of demands made upon than in every direction, and 
money is to be made in every conceivable way but 
the right way. If you paint as you ought, and 
study as you ought, depend upon it the public 
w3i take no notice of you for a long while. If 
you studjr wrongly, and try to draw the atten- 
tion of the public upon you, — supposing you to 
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be clever students — you will get swift reward j tut 
the reward does not come fast when it is sought 
wisely ; it is always held aloof for a little while ; 
the right roads of early life are very quiet ones, 
hedged in from nearly all help or praise. But the 
wrong roads are noisy 3 — vociferous everywhere with 
all kinds of demands upon you for art which is 
not properly art at all ; and in the various meetings 
of modern interests, money is to be made in every 
way; but art is to be followed only in one way. 
That is what 1 want mainly to say to you, or if 
not to you yourselves (for, from what I have heard 
from your excellent master to-night, I know you 
are going on all rightly), yon must let me say it 
through you to others- Our Schools of Art are 
confused by the various teaching and various in- 
terests that are now abroad among us. Everybody 
is talking about art, and writing about it, and 
more or less interested in it ; everybody wants art, 
and there is not art for everybody, and few who 
talk know what they are talking about % thus 
students are led in all variable ways, while there 
is only one way in which they can make steady 
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progress, for true art is always and will be always 
one. Whatever changes may be made in the cus- 
toms of society, whatever new machines we may 
invent, whatever new manufactures we may supply, 
Pine Art must remain what it was two thousand 
years ago, in the days of Phidias; two thousand 
years hence, it will be, in all its principles, and in 
all its great effects upon the mind of man, just the 
same. Observe this that I say, please, carefully, 
for I mean it to the very utmost There is but one 
right way of doing any given thing required of an artist ; 
there may be a hundred wrong, deficient, or man- 
nered ways, but there is only one complete and right 
way. Whenever two artists are trying to do the 
same thing with the same materials, and do it in 
different ways, one of them is wrong ; he may be 
charmingly wrong, or impressively wrong — various 
circumstances in his temper may make his wrong 
pleasanter than any person's right; it may for him, 
under his given limitations of knowledge or temper, 
be better perhaps that he should err in his own 
way than try for anybody else's — but for all that 
his way is wrong, and it is essential for all masters 
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of schools to know what the right way is, and what 
right art is, and to see how simple and how single 
all right art has been, since the beginning of it 

Bat farther, not only is there bat one way ot 
doing things rightly, but there is only one way oi 
seeing them, and that is, seeing the whole of them, 
without any choice, or more intense perception of 
one point than another, owing to our special idio- 
syncracies. Thus, when Titian or Tintoret look at 
a human being, they see at a glance the whole of its 
nature, outside and in ; all that it has of form, of 
colour, of passion, or of thought; saintliness, and 
loveliness ; fleshly body, and spiritual power ; grace, 
or strength, or softness, or whatsoever other quality, 
those men will see to the full, and so paint, that, 
when narrower people come to look at what they 
have done, every one may, if he chooses, find his 
own special pleasure in the work. The sensualist 
will find sensuality in Titian ; the thinker will find 
thought; the saint, sanctity; the colourist, colour; 
the anatomist, form ; and yet the picture will never 
be a popular one in the full sense, for none of these 
narrower people will find their special taste so alone 
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consulted, as that the qualities which would ensure 
their gratification shall be sifted or separated -from 
others; they are checked by the presence of the 
other qualities which ensure the gratification of 
other men. Tims, Titian is not soft enough for 
the sensualist, Coracggio salts- him better; Titian 
is not defined enough far the formalist* — Leonardo 
suits him better ; Titian is not pore enough for the 
religionist, — Raphael suits him better; Titian k not 
polite enough for die man of the world, — Vandyke 
suits him better ; Titian is not forcible enough for 
the lover of the picturesque, — Rembrandt suits him 
better. So Correggio is popular with ascertain set, 
and Vandyke with a certain set, and Rembrandt 
with a certain set All are great men, but of in- 
ferior stamp, and therefore Vandyke is popular, 
and Rembrandt is popular,* but nobody cares much 
at heart about Titian ; only there is a strange under- 
current of everlasting murmur about his name, 
which means the deep cement of -all great men 
that he is greater than they — the consent of those 

* And Mnrillo, of all true painters the narrowest, feeblest, and 
most superficial, for those ataaons the most popular. 
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who, having sat long enough at his feet, have found 
in that restrained harmony of his strength there 
are indeed depths of each balanced power more 
wonderful than all those separate manifestations in 
inferior painters : that there is a softness more ex- 
quisite than Correggio's, a purity loftier than Leo- 
nardo's, a force mightier than Rembrandt's, a sanctity 
more solemn even than RafFaelle's. 

Do not suppose that in saying this of Titian, I 
am returning to the old eclectic theories of Bologna ; 
for all those eclectic theories, observe, were based, 
not upon an endeavour to unite the various charac- 
ters of nafure (which it is possible to do), but the 
various narrownesses of taste, which it is impos- 
sible to do, Rubens is not more vigorous than 
Titian, but less vigorous; but because he is so 
narrow-minded as to enjoy vigour only, he refuses 
to give the other qualities of nature, which would 
interfere with that vigour and with our perception 
of it Again, Rembrandt is not a greater master 
of chiaroscuro than Titian ; — he is a less master, but 
because he is so narrow-minded as to enjoy chiaro- 
scuro only, he withdraws from you the splendour of 
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hue which would interfere with this, and gives you 
only the shadow in which you can at once feel it 
Now all these specialties have their own charm in 
their own way; and there are times when the 
particular humour of each man is refreshing to us 
from its very distinctness; but the effort to mid 
any other qualities to this refreshing one instantly 
takes away the distinctiveness, and therefore the 
exact character to be enjoyed in its appeal to a 
particular humour in us. Our enjoyment arose 
from a weakness meeting a weakness, from a par- 
tiality in the painter fitting to a partiality in us, and 
giving us sugar when we wanted sugar, and myrrh 
when we wanted myrrh ; but sugar and myrrh are 
not meat : and when we want meat and bread, we 
must go to better men. 

The eclectic schools endeavoured to unite these 
opposite partialities and weaknesses. They trained 
themselves under masters of exaggeration, and tried 
to unite opposite exaggerations. That was impos- 
sible. They did not see that the only possible 
eclecticism had been already accomplished; — the 
eclecticism of temperance, which, by the restraint of 
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force, gains higher force; and by the self-denial of 
delight, gains higher delight* This you will find 
is ultimately the case with every true and right 
master ; at first, while we are tyros in art, or 
before we have earnestly studied the man in ques- 
tion, we shall see little in him ; or perhaps see, as 
we think, deficiencies ; we shall fancy he is inferior 
to this man in that, and to the other man in the 
other ; but. as we go on studying him we shall nod 
that he has got both that and the other; and both 
in a far higher sense than the man who seemed to 
possess those qualities in excess. Thus in Turner's 
lifetime, when people first looked at him, those who 
liked rainy weather, said he was not equal to Copley 
Fielding; but those who looked at Turner* long 
enough found that he could be much more wet than 
Copley Fielding, when he chose. The people who 
liked force, said that " Turner was not strong enough 
for them ; he was effeminate ; they liked De Wint, — 
nice strong tone ; — or Cox — great, greeny, dark masses 
of colour — solemn feeling of the freshness and depth 
of nature; — they liked Cox— Turner was too hot £br 
tbem." Had they looked long enough they would 
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have found that he had far mare force than De 
Wint, far more freshness than Cox when he choee, — 
only united with other elements; and that he didn't 
choose to be cool, if nature had. appointed the 
weather to be hot. The people who liked Front 
said " Turner had not firmness of hand — he did 
not know enough about architecture — he was not 
picturesque enough*" Had they looked at his 
architecture long, they would have found that it 
contained subtle picturesquenesses, infinitely more 
picturesque than anything of Prout's. People who 
liked Calloott said that " Turner was not correct or 
pure enough — had no classical taste." Had they 
looked at Turner long enough they would have 
found, him as severe, when he chose, as the greater 
Poussin ; — Callcott, a mere vulgar imitator of other 
men's high breeding. And so throughout with all 
thoroughly great men, their strength is not seen 
at first, precisely because they unite, in due place 
and measure, every great quality. 

Now the- question is, whether, as students, we are 
tor study only these mightiest men, who unite all 
greatness* or whether we are to study the works 

r 2 
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of inferior men, who present us with the greatness 
which we particularly like? That question often 
comes before me when I see a strong idiosyncrasy 
in a student 5 and he asks me what he should study. 
Shall I send him to a true master, who does not 
present the quality hi a prominent way hi which that 
student delights, or send him to a man with whom 
he has direct sympathy ? It is a hard question. For 
very curious results have sometimes been brought 
out, especially in late years 3 not only by students 
following their own bent, but by their being with- 
drawn from teaching altogether* I have just named 
a very great man in his own field — Prout We all 
know his drawings, and love them; they have a 
peculiar character which no other architectural 
drawings ever possessed, and which no others ever 
can possess, because all Front's subjects are being 
knocked down, or restored- (Prout did not like re- 
stored buildings any more than I do.) There will 
never be any more Prout drawings, Nor could 
he have been what be was, or expressed with that 
mysteriously effective tonch that peculiar delight 
in broken and old buildings, unless he had been 
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withdrawn from all high art influence. You know 
that Prout was born of poor parents — that he was 
educated down in Cornwall; — and that, for many 
years, all the art-teaching he had was his own, or 
the fishermen's. Under the keels of the fishing- 
boats, on the sands of our southern coasts, Prout 
learned all he needed to learn about art. Entirely 
by himself, he felt his way to this particular style, 
and became the painter of pictures which I think 
we should all regret to lose. It becomes a very 
difficult question what that man would have been, 
had he been brought under some entirely wholesome 
artistic influence. He had immense gifts of com- 
position. I do not know any man who had more 
power of invention than Prout, or who had a sub- 
limer instinct in his treatment of things ; but being 
entirely withdrawn from all artistical help, he 
blunders his way to that short-coming represen- 
tation, which, by the very reason of its short- 
coming, has a certain charm we should all be 
sorry to lose. And therefore I feel embarrassed 
when a student comes to me, in whom I see a 
strong instinct of that kind : and cannot tell whether 
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I ought to say to him, u Give up all your stadias 
of old boats, and keep amy from the sea-shore, and 
cone op to the Royal Academy in London, and look 
at nothing bat Titian." It is a difficult thing to 
make up one's mind to say that Bowerer, I believe, 
on the whole, we may wisely leave such matters in 
the hands of Providence; that if we have the power 
of teaching the right to anybody, we should teach 
them the right; if we have the power of showing 
them the best thing, we should show them the best 
thing; there will always, I fear, be enough want of 
teaching, and enough bad -teaching, to bring out very 
curious erratical results if we want them. So, if 
we are to teach at all, let us teach the right thing, 
and ever the right thing. There are many attrac- 
tive qualities inconsistent with rightness 5 — do not let 
us teach them* — let us be content to waive them. 
There are attractive qualities in Bums, and attrac- 
tive qualities in Sickens, which, neither of dose 
writers would have poisessed if the one had been 
educated, and the other had been studying higher 
nature than that of cookney London; but .those 
attractive qualities are net such as we should 



2sot.il] the unity of abt. 71 

seek in a school of literature. If we want to 
teach young ami a good manner of writing, we 
should teach it from Shakspeare, — not from Burns; 
from Walter Scott,— and not from. Dickens. And 
I believe that our schools of painting are at 
present inefficient in their action, because they 
have not. fixed on this high principle what are the 
painters to whom to point; nor boldly resolved to 
point .to the best, if determinable. It is becoming 
a matter of stern necessity that they should give 
a simple direction to the attention of the student, 
and that they should say, "This is the mark 
you Fare to aim at; and you axe not to go about 
to the printrshops, and peep in, to see how this en- 
graver does that, and the other engraver does the 
other, and how a nice bit of character has been 
caught by a new man, and why this odd picture 
has caught the popular attention. You are to have 
nothing to do with all that; you are not to mind 
about popular attention just now ; but here is a 
thing which is eternally right .and good: you are 
to look at that, and see if you cannot do something 
eternally right and good too." 
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But suppose you accept this principle; and re- 
solve to look to some great man, Titian, or 
Turner, or whomsoever it may be, as the model 
of perfection in art; — then the question is, since 
this great man pursued his art in Venice, or 
in the fields of England, under totally different 
conditions from those possible to us now — how are 
you to make your study of him effective here in 
Manchester? how bring it down into patterns, and 
all that you are called upon as operatives to pro- 
duce? how make it the means of your livelihood, 
and associate inferior branches of art with this 
great art? That may become a serious doubt to 
you. You may think there is some other way of 
producing clever, and pretty, and saleable patterns 
than going to look at Titian, or any other great 
man. And that brings me to the question, perhaps 
the most vexed question of all amongst us just now, 
between conventional and perfect art. You know 
that among architects and artists there are, and have 
been almost always, since art became a subject of 
much discussion, two parties, one maintaining that 
nature should be always altered and modified, and 
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that the artist is greater than nature ; they do not 
maintain, indeed, in words, bat they maintain in idea, 
that the artist is greater than the Divine Maker of 
these things, and can improve them ; while the other 
party say that he cannot improve nature, and that 
nature on the whole should improve him. That is 
the real meaning of the two parties, the essence of 
them; the practical result of their several theories 
being that the Idealists are always producing more 
or less formal conditions of art, and the Realists 
striving to produce in all their art either some image 
of nature, or record of nature ; these, observe, being 
quite different things, the image being a resem- 
blance, and the record, something which will give 
information about nature, but not necessarily imi- 
tate it. 

***** 

Tou may separate these two groups of artists 
more distinctly in your mind as those who seek for 
the pleasure of art, in the relations of its colours and 
lines, without caring to convey any truth with it; 

* The portion of the lecture here omitted was a recapitulation 
of that part of the previous one which opposed conventional art 
to natural art. 



and these who week, for the tenth first, and then 
go down from, the trath to the pleasure of colour 
and Mac. Marking those two bodies distinctly as 
separate, and thinking oyer tbesa, jma may came 
to some rather notable qmrJnsiflns respecting the 
mental diapeBitions which are involved in each 
mode of study. Too. will find that krge mosses, ei 
the art of the world fell definitely under one or the 
other of these heads. Observe, pleasure first and 
trath afterwards, (or not at all,) as with the 
Arabians and Indians ; or, truth first and pleasure 
afterwards, as with Angelico and all other great 
European painters. Yon will find that the art 
whose end is pleasure only is pre-eminently the 
gift of cruel and savage nations, cruel in temper, 
savage in habits and conception; but that the art 
which is especially dedicated to natural feet always 
indicates a peculiar gentleness and tenderness of 
mind, and that all great and successful work of 
that kind will assuredly be the production of 
thoughtful, sensitive, earnest, kind men, large in 
their -views of life, and full of -various intellectual 
power. And farther, when you examine the men 
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in rvrkam A* gifts of art ,are variously minted, 
or •woFwaasaHy mingled, you. will discern that the 
ornamental, ;ar pleasurable power, : though it may 
be possessed by good men, is not Jot itself an 
indication of their goodness, hut is rather , unless 
bnbveed by other faculties, indicative of violence 
of ^ temper, induing io cruelty and to tirreligion. 
On the other band, so'snre as you find any man 
endowed m&h a keen and .separate faculty of repre- 
senting' -natural fact, «o surely yon will find that 
nan gentle -and upright, fall of nobleness and 
breadth «£. thought. I will give yen two instances, 
the ; fi*st peculiarly JEnghsh, und another peculiarly 
interesting because it occurs among a nation not 
generally very kind or gentle. 

I am inclined to think that, considering all the 
disadvantage* of circumstances and education under 
which Ms genius was developed, there was perhaps 
hardly ever born a man with a more intense and 
innate gift of insight into nature than our own Sir 
Teshna 'Reynolds. 'Considered as a painter of indi- 
viduality in r&e human form and mind, I think 
him, even as it is, "the prince of portrait painters. 
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Titian paints nobler pictures, and Vandyke bad 
nobler subjects, but neither of them entered so 
subtly as Sir Joshua did into the minor varieties 
of human heart and temper ; and when you consider 
that, with a frightful conventionality of social habi- 
tude all around him, he yet conceived the simplest 
types of all feminine and childish loveliness ; — that 
in a northern climate, and with gray, and white, 
and- black, as the principal colours around him, he 
yet became a colourist who can be crushed by 
none, even of the Venetians; — and that with Dutch 
painting and Dresden china for the prevailing types 
of art in the saloons of his day, he threw himself 
at once at the feet of the great masters of Italy, 
and arose from their feet to share their throne — I 
know not that in the whole history of art you 
can produce another instance of so strong, so un- 
aided, so unerring an instinct for all that was true, 
pure, and noble. 

Now, do you recollect the evidence respecting the 
character of this man, — the two points of bright 
peculiar evidence given by the sayings of the two 
greatest literary men of his day, Johnson and Gold- 
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smith? Johnson, who, as you know, was always 
Reynolds' attached friend, had but one complaint 
to make against him, that he hated nobody: — 
** Reynolds," he said, " you hate no one living ; I 
like a good hater ! " Still more significant is the 
little touch, in Goldsmith's " Retaliation." You re- 
collect how in that poem he describes the various 
persons who met at one of their dinners at St. 
James's Coffee-house, each person being described 
under the name of some appropriate dish. Tou 
will often hear the concluding lines about Reynolds 
quoted — 

" He shifted his trumpet/' &c.; — 

less often, or at least less attentively, the preceding 
ones, far more important — 

" Still horn to improve ns in every part — 
His pencil our faces, his manners our heart; " 

and never, the most characteristic touch of all, near 
the beginning: — 

" Oar dean shall he venison, just fresh from the plains ; 
Our Burke shall he tongue, with a garnish of hiains ; 
To make out the dinner, full certain I am, 
That Rich is anchovy, and Reynolds is lamb.*' 
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The other painter whom I would give you 
bb an instance of this gentleness is a man of 
another nation, on the whole I suppose one of 
the most cruel civilized nations in tho world, — the* 
Spaniards* They produced hut one great painter, 
only one; but he among the very greatest of 
painters^ Velasquez. You would not suppose, from 
looking at Velasquez 1 portraits generally., that he 
was an especially kind or good man; yon perceive 
a peculiar sternness about them; for they were as 
true as steel, and the persons whom he had to 
paint being not generally kind or good people* they 
were stern in expression, and Velasquez gave the 
sternness | hut he had precisely the same intense 
perception of truthj the same marvellous instinct for 
the rendering of all natural soul and all natural form 
that onr Reynolds had. Let me, then, read you his 
character as it is given by Mr. Stirling, of Kier : — 



"Certain charges, of what nature we are not informed brought 
against him after his death, made it necessary for his executor, 
Fuensalida, to refute them at a private audience granted to him 
by the king for that purpose. After listening to the defence of 
hi a friend, Philip immediately made answer : * I can believe all 
you say of the excellent disposition of Diego Velasquez/ Having 
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lbred far half his life in courts, he waa yet capable batik of grati- 
tude and generosity, and in the misfortunes, he could remember 
the early kindness of Olivares. The friend of the exile of 
iDechea, it is jnst to believe thai ha waa also the friend of 
the all-powerful favourite at Buenretiro. No mean jealousy 
ever influenced his conduct to his brother artists ; he could 
atibrd not only to acknowledge the. mania* hot to foEgrvetke 
malice, of his rivals. His character was of that rare and happy 
kind, in which high intellectual power is combined with indomitable 
strength of will, and a wimmmg s um tneee of temper, aad which 
seldom fails to raise the possessor above his fellow-men, making 
his life a 



' laurelled victeey, anAamnoth faeces*. 
Be strewed before his feet' " 

I am sometimes accused of trying to make art too 
moral ; yet, observe, I da not say in the least that in 
order to be a good painter* yon must be a good man ; 
but I do say that in order to be a good natural 
painter there mnst be strong elements of good in 
the mind, however warped by other parts of * the 
character. There are hundreds of other gifts of 
painting which are not at all involved with moral 
conditions, but: this one, the perception of nature, 
is never given but under certain moral conditions* 
Therefore, now you have it in your choiee ; here 
are your two paths for you: it is required of 
you to produce conventional ornament, and you 
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may approach the task as the Hindoo does, and 
as the Arab did, without nature at all, with the 
chance of approximating your disposition somewhat 
to that of the Hindoos and Arabs ; or as Sir Joshua 
and Velasquez did, with, not the chance, but the 
certainty, of approximating your disposition, accord- 
ing to the sincerity of your effort — to the disposition 
of those great and good men. 

And do you suppose you will lose anything by 
approaching your conventional art from this higher 
side? Not so. I called, with deliberate measure- 
ment of my expression, long ago, the decoration of 
the Alhambra " detestable," not merely because 
indicative of base conditions of moral being, but 
because merely as decorative work, however cap- 
tivating in some respects, it is wholly wanting 
in the real, deep, and intense qualities of orna- 
mental art. Noble conventional decoration belongs 
only to three periods. First, there is the con- 
ventional decoration of the Greeks, used in sub- 
ordination to their sculpture. There are then 
the noble conventional decoration of the early 
Gothic schools, and the noble conventional arab- 
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esque of the great Italian schools. All these were 
reached from above, all reached by stooping from 
a knowledge of the human form. Depend upon it 
you will find, as you look more and more into the 
matter, that good subordinate ornament has ever 
been rooted in a higher knowledge; and if you 
are again to produce anything that is noble, 
you must have the higher knowledge first, and 
descend to all lower service; condescend as much 
as you like,— condescension never does any man 
any harm, — but get your noble standing first. 
So, then, without any scruple, whatever branch 
of art you may be inclined as a student here 
to follow, — whatever you are to make your 
bread by, I say, so far as you have time and 
power, make yourself first a noble and accom- 
plished artist; understand at least what noble and 
accomplished art is, and then you will be able to 
apply your knowledge to all service whatsoever. 

I am now going to ask your permission ta 
name the masters whom I think it would be* 
well if we could agree, in our Schools of Art ins 
England, to consider our leaders. The first and* 

a 
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chief I will not myself presume to name ; lie shall 
be distinguished for you by the authority of those 
two great painters of whom we have just been 
speaking — Reynolds and Velasquez. You may 
remember that in your Manchester Art Treasures 
Exhibition the most impressive things were the 
works of those two men— nothing told upon the 
eye so much ; no other pictures .retained it with 
such a persistent power. Now, I have the testi- 
mony, first of Reynolds to Velasquez, and then of 
Velasquez to the man whom I want you to take 
as the master of all your English schools. The 
testimony of Reynolds to Velasquez is very strik- 
ing. I take it from some fragments which have just 
been published by Mr. William Cotton — precious 
fragments — of Reynolds' diaries, which I chanced 
upon luckily as I was coming down here: for I 
was going to take Velasquez' testimony alone, and 
then fell upon this testimony of Reynolds to 
Velasquez, written most fortunately in Reynolds' 
own hand — you may see the manuscript "What 
we are all," said Reynolds, "attempting to do with 
great labour, Velasquez does at once" Just think 
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what is implied when a man of the enormous power 
and facility that Reynolds had, says he was " try- 
ing to do with great labour " what Velasquez " did 
at once." 

Having thus Reynolds' testimony to Velasquez, I 
will take Velasquez' testimony to somebody else. 
You know that Velasquez was sent by Philip of 
Spain, to Italy, to buy pictures for him. He went 
all over .Italy, saw the living artists there, and .all 
their best pictures when freshly painted, so that lie 
had every opportunity of judging ; and never was 
a man so capable of judging. He went to Rome 
and ordered .various works of living artists ; and, 
while there, he was one day asked by Salvator 
Rosa what he thought of Raphael. His reply, and 
the ensuing .conversation, are thus reported by 
Boschini, in curious Italian verse, which, thus trans- 
lated by Dr. Donaldson, is quoted in Mr. Stirling's 
Life of Velasquez : — 

^ The master " fWaeqoez] J < ftiffly^ boiwd lii»figureiaU 
And said, * For Rafael, to speak the truth — 
I always was plain-spoken from my youth — 
II cannot aay Iiike histwosk&tat all.' 

a 2 
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" ' Well,' said the other " [Salyator], " ' if you can run down 
So great a man, I really cannot see 
What you can find to like in Italy; 
To him we all agree to give the crown/ 

" Diego answered thus : ' I saw in Venice 
The true test of the good and beautiful; 
First, in my judgment, ever stands that school, 
And Titian first of all Italian men is.' " 



" Tizian ze quel che porta la bandiera" 

Learn that line by heart, and act, at all events 
for some time to come, upon Velasquez' opinion 
in that matter. Titian is much the safest master 
for you. Raphael's power, such as it was, and 
great as it was, depended wholly upon transcen- 
dental characters in his mind ; it is " Raphaelesque," 
properly so called; but Titian's power is simply 
the power of doing right Whatever came before 
Titian, he did wholly as it ought to be done. Do 
not suppose that now in recommending Titian to 
you so strongly, and speaking of nobody else 
to-night, I am retreating in anywise from what 
some of you may perhaps recollect in my works, 
the enthusiasm with which I have always spoken 
of another Venetian painter. There are three 



LECT. H.] THE UNITY OF ART. 85 

Venetians who are never separated in my mind, 
— Titian, Veronese, and Tintoret. They all have 
their own unequalled gifts, and Tintoret espe- 
cially has imagination and depth of soul which I 
think renders him indisputably the greatest man; 
but, equally indisputably, Titian is the greatest 
painter ; and therefore the greatest painter who ever 
lived. You may be led wrong by Tintoret * in many 
respects, wrong by Raphael in more ; all that you 
learn from Titian will be right Then, with Titian, 
take Leonardo, Rembrandt, and Albert Durer. I 
name those three masters for this reason : Leonardo 
has powers of subtle drawing which are peculiarly 
applicable in many ways to the drawing of fine 
ornament, and are very useful for all students. Rem- 
brandt and Durer are the only men whose actual 
work of hand you can have to look at ; you can have 
Rembrandt's etchings, or Durer's engravings actually 
hung in your schools ; and it is a main point for the 
student to see the real thing, and avoid judging of 
masters at second-hand. As, however, in obeying 
this principle, you cannot often have opportunities of 
* See Appendix L— " Right and Wrong." 
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studying Venetian painting, it is desirable that 
you: should have a useful standard of colour, and 
I think it is possible for you to obtain this. I 
cannot, indeed, without entering upon ground 
which might involve the hurting the feelings of 
living artists, state exactly what I believe to be 
the relative position of various- painters in England, 
at present with respect to power of colour. But 
I may say this, that in the peculiar gifts- of colour 
which will be useful to- you as students, there 
are only one or two of the pre-Raphaelites, and 
William Hunt, of the old Water Colour Society^ 
who would be safe guides- for you; and as quite 
a safe guide, there is nobody but William Hunt, 
because the pre-Raphaelites are all more or less 
affected by enthusiasm and by various morbid con- 
ditions of intellect and temper; but old 1 William 
Hunt— I am sorry to say " old," but I say it in a 
loving* way, for every year that has added to his 
life has added also to his skill — William Hunt 
is. as right as the Venetians, as far as he goes, 
and what is more, nearly as inimitable as they. 
And I think if we manage to put in the prin- 
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cipal schools of England a little bit of Hunt's work, 
and make that somewhat of a standard of colour, 
that we can apply his principles of colouring to 
subjects of all kinds. Until you have liad a work 
of his long* near you ; nay, unless you have been 
labouring at it, and trying to copy it, you do not 
know die thoroughly grand qualities that are con- 
centrated in it Simplicity, and intensity, both of 
the highest character ; — simplicity of aim, and in- 
tensity of power and success, are involved in that 
man's unpretending labour. 

Finally, you cannot believe that I would omit 
my own favourite, Turner. I fear from the very 
number of his works left to the nation, that 
there is a disposition now rising to look upon 
his vast bequest with some contempt. I beg of 
you, if in. nothing else, to believe me in this, 
that you cannot further the art of England in 
any way more distinctly than by giving atten- 
tion to every fragment that has been left by that 
man. The time will come when his full power 
and right place will be acknowledged; that time 
will not be for many a day yet: nevertheless, 



88 THE UNITY OF ABT. [LBCT. II. 

be assured — as far as you are inclined to give 
the least faith to anything I may say to you, be 
assured — that you can act for the good of art in 
England in no better way than by using what- 
ever influence any of you have in any direction to 
urge the reverent study and yet more reverent pre- 
servation of the works of Turner. I do not say 
"the exhibition" of his works, for we are not alto- 
gether ripe for it: they are still too far above us; 
uniting, as I was telling you, too many qualities 
for us yet to feel fully their range and their in- 
fluence; — but let us only try to keep them safe 
from harm, and show thoroughly and conveniently 
what we show of them at all, and day by day 
their greatness will dawn upon us more and more, 
and be the root of a school of art in England,* 
which I do not doubt may be as bright, as just, 
and as refined as even that of Venice herself. The 
dominion of the sea seems to have been asso- 
ciated, in past time, with dominion in the arts 
also : Athens had them together ; Venice had them 
together; but by so much as our authority over 
the ocean is wider than theirs over the JEgean or 
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Adriatic, let us strive to make our art more widely 
beneficent than theirs, though it cannot be more 
exalted; so working out the fulfilment, in their 
wakening as well as their warning sense, of those 
great words of the aged Tintoret: 

" Sempbe si fa il Mare Maogiore." 
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MODERN MANUFACTURE AND DESIGN. 



A LECTURE 



Delivered at Bradford, March, 1859. 

It is with a deep sense of necessity for your in- 
dulgence that I venture to address you to-night, or 
that I venture at any time to address the pupils 
of schools of design intended for the advancement 
of taste in special branches of manufacture. No 
person is able to give useful and definite help 
towards such special applications of art, unless he 
is entirely familiar with the conditions of labour 
and natures of material involved in the work; and 
indefinite help is little better than no help at all. 
Nay, the few remarks which I propose to lay 
before you this evening will, I fear, be rather 
suggestive of difficulties than helpful in conquering 
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litem: nOTerihelesB, it. may not be altogether un- 
servioeable to define clearly for you (and this, at 
least, I am able to do) one or two of the more 
stern general obstacles, which stand at present in 
the 1 way of our success in design ; and to warn yon 
against exertion of effort in any vain or wasteful 
way, till' these main obstacles are removed. 

The* first of these is our not understanding the 
scope » and dignity of Decorative design. With ail 
oar talk about it; the very meaning of the words 
"'Decorative art* remains confused and undecided. 
I 1 want, if possible, to settle this question for you 
to-night, and to show you that the principles on 
which you must work are likely to be false, in 
proportion as they are narrow; true, only as they 
are founded on a perception of the connection of 
all branches of art? with each other.. 

Observe, then, first — the only essential distinc- 
tion Between Decorative and other art is- the being 
fitted for a fixed place ; and in that place, related, 
either in. subordination or in command, to the effect 
of other pieces of art. And all the greatest 
art which the world has produced is thus fitted 
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for a place, and subordinated to a purpose. There 
is no existing highest-order art but is decorative. 
The best sculpture yet produced has been the 
decoration of a temple front — the best painting, 
the decoration of a room. Raphael's best doing 
is merely the wall-colouring of a suite of apart- 
ments in the Vatican, and his cartoons were made 
for tapestries. Correggio's best doing is the de- 
coration of two small church cupolas at Parma; 
Michael Angelo's, of a ceiling in the Pope's private 
chapel; Tintoret's, of a ceiling and side wall be- 
longing to a charitable society at Venice; while Titian 
and Veronese threw out their noblest thoughts, not 
even on the inside, but on the outside of the 
common brick and plaster walls of Venice. 

Get rid, then, at once of any idea of Decorative 
art being a degraded or a separate kind of art. 
Its nature or essence is simply its being fitted for a 
definite place ; and, in that place, forming part of a 
great and harmonious whole, in companionship with 
other art ; and so far from this being a degradation 
to it — so far from Decorative art being inferior to 
other art because it is fixed to a spot — on the whole 
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it may be considered as rather a piece of degrada- 
tion that it should be portable. Portable art — inde- 
pendent of all place — is for the most part ignoble art. 
Tour little Dutch landscape, which you put over 
your sideboard to-day, and between the windows to- 
morrow, is a far more contemptible piece of work 
than the extents of field and forest with which 
Benozzo has made green and beautiful the once 
melancholy arcade of the Campo Santo at Pisa ; 
and the wild boar of silver which you use for a 
seal, or lock into a velvet case, is little likely to 
be so noble a beast as the bronze boar who foams 
forth the fountain from under his tusks in the 
market-place of Florence. It is, indeed, possible 
that the portable picture or image may be first- 
rate of its kind, but it is not fir3t-rate because it 
is portable; nor are Titian's frescoes less than first- 
rate because they are fixed; nay, very frequently 
the highest compliment you can pay to a cabinet 
picture is to say — €€ It is as grand as a fresco.'* 

Keeping, then, this fact fixed in our minds, — 
that all art may be decorative, [and that the 
greatest art yet produced has been decorative, — we 
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may proceed -to distinguish the orders and dignities 
e£ Decorative art, thus : — 

I. The first. order of it is that which is meant for 
pkces where it cannot be disturbed or injured, and 
where it can be perfectly Been; .and then the main 
parts of it .should he, and .have always been made, 
by the great masters, .as perfect, and as. full of nature 
as possible. 

Tou will every day hear it absurdly said that 
roem decoration should be by flat patterns — by 
dead colours — by conventional monotonies, and I 
know not what. How, just be assured of this — 
noibody ever yet used conventional art 4 to decorate 
with, when he could do anything better, and knew 
lhat what he did would be safe. Nay, a great 
painter will always give you the natural art, safe 
or not. Correggio gets a commission to paint a 
room on the ground floor of a palace at Parma: 
Any of -our people — bred on t our fine modern prin- 
ciples — would have .covered :it with a diaper, or 
with stripes or flourishes, or mosaic patterns. Not 
ao Correggio: — he points a tthick trellis of vine- 
leave^ ;with oval opening*, >and lovely children 
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leaping through them into the roam; and lovely 
children, depend upon it, are rather more desirable 
decorations than diaper, if you can do them — but 
they are .not quite so easily done. In like manner 
Tintoret has .to paint the whole end of the Council 
.flaU-at Venice. An orthodox decorator would have 
set himself to make the wall look like a wall — 
Tintoret thinks it would be rather better, if he can 
manage it, to make it look a little like Paradise ; — 
stretches his canvas right over the wall, and his 
clouds right over his canvas ; brings the light 
through his clouds — all blue and clear — zodiac be- 
yond zodiac ; rolls away the vaporous flood from 
under the feet of Baints, leaving them at last in 
infinitudes of light — unorthodox in the last degree, 
but, an the whole, pleasant. 

And bo in all other cases whatever, the greatest 
decorative art is wholly unconventional—downright, 
pure, good painting and sculpture, but always fitted 
for its place ; and subordinated to the purpose it has 
to serve in that place. 

•H. But if art is to be placed where it is liable to in- 
jury — to wear and tear; or to alteration of its form; 
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as, for instance, on domestic utensils, and armour, 
and weapons, and dress ; in which either the orna- 
ment will be worn out by the usage of the thing, or 
will be cast into altered shape by the play of its 
folds ; then it is wrong to put beautiful and perfect 
art to such uses, and you want forms of inferior art, 
such as will be by their simplicity less liable to 
injury ; or, by reason of their complexity and con- 
tinuousness, may show to advantage, however dis- 
torted by the folds they are cast into. 

And thns arise the various forms of inferior 
decorative art, respecting which the general law is, 
that the lower the place and office of the thing, the 
less of natural or perfect form you should have in it; 
a zigzag or a chequer is thus a better, because a more 
consistent ornament for. a cup or platter than a 
landscape or portrait is : hence the general definition 
of the true forms of conventional ornament is, that 
they consist in the bestowal of as much beauty on 
the object as shall be consistent with its Material, 
its Place, and its Office. 

Let us consider these three modes of consistency a 
little. 
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(a.) Conventionalism by cause of inefficiency of 
matezial* 

If, for instance, we are required to represent a 
human figure with stone only, we cannot represent 
its colour ; we reduce its colour to whiteness. 
That is not elevating the human body, but de- 
grading it; only it would be a much greater 
degradation to give its colour falsely. Diminish 
beauty as much as you will, but do not misrepresent 
it So again, when we are sculpturing a face, we 
can't carve its eyelashes. The face is none the 
better for wanting its eyelashes — it is injured by 
the want; but would be much more injured by a 
clumsy representation of them. 

Neither can we carve the hair. We must be 
content with the conventionalism of vile solid knots 
and lumps of marble, instead of the golden cloud 
that encompasses the fair human face with its 
waving mystery. The lumps of marble are not an 
elevated representation of hair — they are a degraded 
one; yet better than any attempt to imitate hair 
with the incapable material. 

In all cases in which such imitation is attempted, 

H 
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instant degradation to a still lower level is the result. 
For the effort to imitate shows that the workman 
has 'Only a base and poor conception of the beauty 
of the reality-— else he would know his task to be 
•hopeless, and give it up at once : so that all en- 
deavours to avoid conventionalism, when the ma- 
terial demands it, result from insensibility to truth, 
and are among the worst forms of vulgarity. Hence, 
in the greatest Greek statues, the hair is very 
slightly indicated — not because the sculptor dis- 
dained hair, but because he knew what it was too 
well to touch it insolently. I do not doubt but that 
the Greek painters drew hair exactly as Titian does. 
Modern attempts to produce finished pictures on 
glass result from the same base vulgarism. No 
man who knows what painting means, can endure a 
painted glass window which emulates painter's 
work. But he rejoices in a glowing mosaic of 
broken colour: for that is what the glass has the 
special gift and right of producing.* 

(b.) Conventionalism by cause of inferiority of 
place. 

* Bee Appendix IT., Sir Joshua Scolds' disappointment. 
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When work is to be seen at a great distance, or 
in dark places, or in some other imperfect way, it 
- jDonstantly "becomes ' necessary to treat it coarsely 
or severely, in order to intake it effective. The 
statues on cathedral fronts, in good times of design, 
are variously treated according to their distances : no 
fine execution is put into the features of the Madonna 
who rules the group of figures above the south 
transept of Rouen at ISO feet above the ground: 
but in base modern work, as Milan Cathedral, 
the sculpture is finished without any reference to 
distance:; and the merit of every statue is sup- 
posed to consist in the visitor's being obliged to 
ascend three hundred steps before he can see it 

(a) Conventionalism by cause of inferiority of office. 

When one piece of ornament is to be subordi- 
nated to another (as the moulding is to the sculp- 
ture it encloses, or the fringe of a drapery to the 
statue it veils), this inferior ornament needs to be 
degraded in order to mark its lower office; and 
this is best done by refusing, moire or less, the intro- 
duction of natural form. The less of nature it cri*- 
tains, tie more degraded is the ornament, and tibe 

h2 
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fitter for a humble place ; but, however far a great 
workman may go in refusing the higher organisms of 
nature, he always takes care to retain the mag- 
nificence of natural lines; that is to say, of the 
infinite curves, such as I hare analyzed in the fourth 
volume of ** Modern Painters." His copyists, fancying 
that they can follow him without nature, miss pre- 
cisely the essence of all the work ; so that even the 
simplest piece of Greek conventional ornament loses 
the whole of its value in any modern imitation 
of it, the finer curves being always missed* Perhaps 
one of the dullest and least justifiable mistakes which 
have yet been made about my writing, is the suppo- 
sition that I have attacked or despised Greek work. 
I have attacked Palladian work, and modern imi- 
tation of Greek work. Of Greek work itself I have 
never spoken but with a reverence quite infinite : I 
name Phidias always in exactly the same tone with 
which 1 speak of Michael Angelo, Titian, and Dante, 
My first statement of this faith, now thirteen years 
ago, was surely clear enough. " We shall see by 
this light three colossal images standing up side be- 
side, looming in their great rest of spirituality above 






XJSGT. m.] AND DESIGN. 101 

the whole world horizon. Phidias, Michael Angelo, 
and Dante, — from these we may go down step by 
step among the mighty men of every age, securely 
and certainly observant of diminished lustre in every 
appearance of restlessness and effort, until the* last 
trace of inspiration vanishes in the tottering af- 
fectation or tortured insanities of modern times." 
(Modern Painters, vol. ii., p. 63.) This was surely 
plain speaking enough, and from that day to this 
my effort has been not less continually to make the 
heart of Greek work known than the heart of 
Gothic : namely, the nobleness of conception of form 
derived from perpetual study of the figure; and 
my complaint of the modern architect has been not 
that he followed the Greeks, but that he denied the 
first laws of life in theirs as in all other art 

The fact is, that all good subordinate forms of orna- 
mentation ever yet existent in the world have been 
invented, and others as beautiful can only be invented, 
by men primarily exercised in drawing or carving 
the human figure. I will not repeat here what I 
have already twice insisted upon, to the students of 
London and of Manchester, respecting the degrada- 



102 MODEHN MANUFACTURE [LECT. IU. 

tion of temper and intellect which follows the pur- 
suit of art without reference to natural form, as 
among the Asiatics: here, I will only trespass on 
your patience so far as to mark the inseparable 
connection between figure- drawing and good orna- 
mental work, in the great European schools, and 
all that are connected with them. 

Tell me, then, first of all* what ornamental work 
is usually put before our students as the type of 
decorative perfection ? Raphael's arabesques ; Big 
they not? Well, Raphael knew a little about the 
figure, I suppose, before he drew them. I do not 
say that I like those arabesques; but there are 
certain qualities in them which are inimitable by 
modern designers ; and those qualities are just the 
fruit of the master's figure study. What is given 
the student as nest to Raphael's work? Cinquecento 
ornament generally. Well, cinquecento generally, 
with its birds, andcherabs,and wreathed milage, and 
clustered fruit, was the amusement of men who 
habitually and easily carved the figure, or painted it. 
All the truly fine specimens of it have figures or 
animals as main parts of the design. 
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"May, but," some anciently or medievally minded 
person will exclaim, "we don't want to study 
cinquecento. We want severer, purer conventional- 
ism." What will yoxi have? Egyptian ornament? 
Why, the whole mass of it is made up of multi- 
tudinous human figures in every kind of action — 
and magnificent action; their kings drawing their 
bows in their chariots, their sheaves of arrows 
rattling at their shoulders ; the slain felling under 
them as before a pestilence ; their captives driven 
before them in astonied troops ; and do you expect 
to imitate Egyptian ornament without knowing how 
to draw the figure ? Nay, but you will take 
Christian ornament — purest mediaeval Christian 
— thirteenth century! Yes: and do you suppose 
you will find the Christian less human? The 
least natural and most purely conventional orna- 
ment of the Gothic schools is that of their painted 
glass; and do you suppose painted glass, in the 
fine times, was ever wrought without figures ? We 
have got into the way, among our other modern 
wretchednesses, of trying to make windows of leaf 
diapers, and of strips of twisted red and yellow 
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bands, looking like the patterns of currant jelly on 

the top of Christmas cakes j but every casement of 
old glass contained a saint's history* The windows 
of Bourges, Chartres, or Rouen have ten, fifteen, 
or twenty medallions in each, and each medallion 
contains two figures at least, often six or seven, 
representing every event of interest in the history 
of the saint whose life is in question. Nay, but, you 
say, those figures are rude and quaint, and ought 
not to be imitated. Why, so is the leafage rude 
and quaint, yet you imitate that The coloured 
border pattern of geranium or ivy leaf is not one 
whit better drawn, or more Kke geraniums and ivy, 
than the figures are like figures; but you call the 
geranium leaf idealized — why don't you call the 
figures so? The fact is, neither are idealized, but 
both lire conventionalized on the same principles, 
and in the same way; and if you want to learn how 
to treat the leafage, the only k way is to learn first 
how to treat the figure. And you may soon test 
your powers in this respect Those old workmen 
were not afraid of the most familiar subjects. The 
windows of Chartres were presented by the trade 
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of the town, and at the bottom of each window is a 
representation of the proceedings of the tradesmen 
at the business which enabled them to pay for the 
window. There are smiths at the forge, curriers at 
their hides, tanners looking into their pits, mercers 
selling goods over the counter — all made into beau- 
tiful medallions. Therefore, whenever you want to 
know whether you have got any real power of com- 
position or adaptation in ornament, don't be content 
with sticking leaves together by the ends, — anybody 
can do that ; but try to conventionalize a butcher's 
or a greengrocer's, with Saturday night customers 
buying cabbage and beef That will tell you if 
you can design or not. 

I can fancy your losing patience with me alto- 
gether just now. "We asked this fellow down to 
tell our workmen ho^r to make shawls, and he is 
only trying to teach them how to caricature. n But 
have a little patience with me, and examine, after I 
have done, a little for yourselves into the history 
of ornamental art, and you will discover why I 
do this. You will discover, I repeat, that all great 
•rnamental art whatever is founded on the effort 
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of the workman to draw the figure, and, in the 
best schools, to draw all that he saw about, him in 
luring nature. The best art of pottery is acknow- 
ledged to. be that of Greece, and all the. power of 
design exhibited in. it, down to th& merest zigzag, 
arises, primarily from the workman having been 
forced to outline nymphs and knights ; from those 
helmed and draped figures he holds his power. Of 
Egyptian ornament I have just spoken. You have 
everything given there that the workman saw ; 
people of his nation employed in hunting, fighting, 
fishing, visiting, making love, building, cooking — 
everything they did is drawn, magnificently or 
familiarly, as was needed. In Byzantine ornament, 
saints, or animals which are types of various spiritual 
power, are the main subjects ; and from the church 
down to the piece of enamelled metal, figure, — figure, 
—-figure, always principal. In Norman and Gothic 
work you have, with all their quiet saints, also other 
much disquieted persons* hunting, feasting, fighting, 
and so on ; or whole hordes of animals racing after 
each other. In the Bayeux tapestry, Queen Matilda 
gave, as. well as she could, — in many respects graphi- 
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cally enough/— -the whole history of the conquest of 
Engfancfc Thence, as you increase in power of art, 
you have more and more finished figures, up to the 
solemn sculptures of Wells Cathedral, or the char 
rubic enrichments of the Venetian Madonna dei 
MirmcolL Therefore,, I tell you. fearlessly, for I 
know it is true, you must raise your workman up to 
lifey or yo« will rarer get ficom him one line of well- 
imagined conventionalism* We have at present no 
good ornamental design. We can't have it yet, and 
we must be patient if we want to have it* Do not 
hope to feel the effect of your schools at once, but 
raise the men as high as you can, and then let them 
stoop as low as you need; no great man ever minds 
stoopaig. Encourage the students, in sketching ac- 
curately and continually from nature anything that 
comes in their way — still life, flowers, animals; but, 
above all, figures ; and so far as you allow of any 
difference between an artist's training and theirs, 
let it be, not in what they draw, but in the degree 
of conventionalism you require in the sketch. For 
my awn part, I should always endeavour to give 
thorough artistieal training first ; but I am not certain 
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(the experiment being yet untried) what results 
may be obtained by a truly intelligent practice 
of conventional drawing, such as that of the Egyp- 
tians, Greeks, or thirteenth century Trench, which 
consists hi the utmost possible rendering of natural 
form by the fewest possible lines. The animal and 
bird drawing of the Egyptians is, in their fine age, 
quite magnificent under its conditions; magnificent 
in two ways — first, in keenest perception of the 
main forms and facts in the creature; and, secondly, 
in the grandeur of line by which their forms are 
abstracted and insisted on, making every asp, ibis, and 
vulture a sublime spectre of asp or ibis or vulture 
power. The way for students to get some of this 
gift again (some only, for I believe the fulness of 
the gift itself to be connected with vital superstition, 
and with resulting intensity of reverence; people 
were likely to know something about hawks and 
ibises, when to kill one was to be irrevocably judged 
to death) is never to pass a day without drawing 
some animal from the life, allowing themselves the 
fewest possible lines and colours to do it with, but 
resolving that whatever is characteristic of the 
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animal shall in some way or. other be shown.* I 
repeat, it cannot yet be judged what results might 
be obtained by a nobly practised conventionalism 
of this kind ; but, however that may be, the first 
fact, — the necessity of animal and figure drawing, 
is absolutely certain, and no person who shrinks 
from it will ever become a great designer. One 
great good arises even from the first step in figure 
drawing, that it gets the student quit at once 
of the notion of formal symmetry. If you learn 
only to draw a leaf well, you are taught in some 
of our schools to turn it the other way, opposite 
to itself; and the two leaves set opposite ways are 
called "a design:" and thus it is supposed possible 
to produce ornamentation, though you have no more 
brains than a looking-glass or a kaleidoscope has. 
But if once you learn to draw the human figure, 
you will find that knocking two men's heads together 
does not necessarily constitute a good design; nay, 
that it makes a very bad design, or no design at all ; 
and you will see at once that to arrange a group of 

* Plate 75 in Vol. V. of Wilkinson's "Ancient Egypt" will give 
the student an idea of how to set to work. 
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two or more figures, you must, though perhaps it 
may be desirable to balance, or oppose them, at the 
same time vary their attitudes, and make one, not the 
reverse of the other, but the companion of the other. 
I had a somewhat amusing discussion on this 
subject wiih a friend, only the other day ; and one 
of his retorts upon me was bo neatly put, and ex- 
presses so completely all that can either be said or 
shown on the opposite side, that it is well worth 
while giving it you exactly in tie form it was sent 
to me. My friend had been maintaining that tin- 
essence of ornament consisted in three things: — 
contrast j series, and symmetry. I replied (by letter) 
that "none of them, nor all of them together, 
would produce ornament. Here" — 
(milking a ragged blot with the back 
of my pen on the paper) — (C you have contrast ; but 
it isn't ornament : here, — 1, 2 ? 3, 4, 5, G ? ,J — 
(writing the numerals) — "you have series; but it 
isn't ornament : and here," — 
(sketching this figure at the 
side) — "yon have symmetry; 
hut it isn't ornament" 
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My answer was — or rather was to the effect (for 
I must expand it a little, here) — that his words, 
H because you did not apply them/' contained the 
gist of the whole matter; — that the application of 
them, or of any other things, was precisely the 
essence of design ; — the non-application, or wrong 
application, the negation of design : that his use of 
the poor materials was in this case admirable ; and 
that* If he could explain to me, in clear words, the 
principles on which he had so used them, he would 
be doing a very great service to all students of art 

H Tell me, therefore" (I asked), i( these main points: 

** L How did you determine the number of figures 
you would put into the neckerchief? Had there 
been more* it would have been mean and meffective, 
— a pepper-and-salt sprinkling of figures. Had there 
been fewer, it would have been monstrous. How did 
you fix the number ? 

"2. How did you determine the breadth of the 
border j and relative size of the numerals ? 

" 3» Why are there two lines outside of the border, 
and one only inside ? Why are there no more* lines ? 
Why not three and two^ or three and five ? Why 
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lines at all to separate the barbarous figures; and 
why, if lines at all, not double or treble instead of 
single? 

"4. Why did you put the double blots at the 
corners? Why not at the angles of the chequers, 
—or in the middle of the border ? 

"It is precisely your knowing why not to do 
these things, and why to do just what you have 
done, which constituted your power of design ; and 
like all the people I have ever known who had 
that power, you are entirely unconscious of the 
essential laws by which you work, and confuse other 
people by telling them that the design depends on 
symmetry and series, when, in fact, it depends 
entirely on your own sense and judgment" 

This was the substance of my last answer — ta 
which (as I knew beforehand would be the case) 
I got no reply; but it still remains to be observed 
that with all the skill and taste (especially in- 
volving the architect's great trust, harmony of pro- 
portion), which my friend could bring to bear on 
the materials given him, the result is still only— a. 
sporting neckerchief— that is to say, the material!? 

I 
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addressed, first, to recklessness, in the shape of a 
mere blot; then to computativeness, in a series of 
figures ; and then to absurdity and ignorance, in the 
shape of an ill-drawn caricature — such materials, 
however treated, can only work up into what will 
please reckless, computative, and vulgar persons, — 
that is to say, into a sporting neckerchie£ The 
difference between this piece of ornamentation and 
Correggio's painting at Parma lies simply and 
wholly in the additions (somewhat large ones,) of 
truth and of tenderness : in the drawing being lovely 
as well as symmetrical — and representative of reali- 
ties as well as agreeably disposed. And truth, 
tenderness, and inventive application or disposition 
are indeed the roots of ornament — not contrast, nor 
symmetry. 

It ought yet farther to be observed, that the 
nobler the materials, the Use their symmetry is en- 
durable* In the present case, the sense of fitness 
and order, produced by the repetition of the 
figures, neutralizes, in some degree, their reck- 
less vulgarity; and is wholly, therefore, bene- 
ficent to them. But draw the figures better, and 
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their repetition will become painful. You may harm- 
lessly balance a mere geometrical form, and oppose 
one quatrefoil or cusp by another exactly like 
it But put two Apollo Belvideres back to back, 
and you will not think the symmetry improves 
them. Whenever the materials of ornament are 
noble, they must be various ; and repetition of parts 
is either the sign of utterly bad, hopeless, and base 
work; or oS the intended degradation of the parts 
in which such repetition is allowed, in order to foil 
others more noble. 

Such, then, are a few of the great principles, by 
the enforcement of which you may hope to promote 
the success of the modern student of design; but 
remember, none of these principles will be useful 
at all, unless you understand them to be, in one 
profound and stern sense, useless.* 

That is to say, unless you feel that neither you 
nor I, nor any one, can, in the great ultimate 
sense, teach anybody how to make a good design. 

If designing could be taught, all the world 

* I shall endeavour for the future to put my setf-contradictione 
in short sentences and direct terms, in order to save sagacious 
persons the trouble of looking for them. 

I 2 
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would learn; as all the world reads — or cal- 
culates. But designing is not to be spelled, nor 
summed. My men continually come to me, in my 
drawing class in London, thinking I am to teach 
them what is instantly to enable them to gain their 
bread. " Please, sir, show us how to design." " Make 
designers of us." And you, I doubt not, partly ex- 
pect me to tell you to-night how to make designers 
of your Bradford youths. Alas ! I could as soon 
tell you how to make or manufacture an ear of 
wheat, as to make a good artist .of any kind. I 
can analyze the wheat very learnedly for you — 
tell you there is starch in it, and carbon, and silex. 
I can give you starch, and charcoal, and flint; 
but you are as far from your ear of wheat as 
you were before. All that can possibly be done 
for any one who wants ears of wheat is to show 
them where to find grains of wheat, and how to sow 
them, and then, with patience, in Heaven's time, 
the ears will come — or will perhaps come — ground 
and weather permitting. So in this matter of making 
artists — first you must find your artist in the grain ; 
then you must plant him; fence and weed the field 
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about him; and with patience, ground and weather 
permitting, you may get an artist out of him— not 
otherwise. And what I have to speak to you about, 
to-night, is mainly the ground and the weather, 
it being the first and quite most material question 
in this matter, whether the ground and weather of 
Bradford, or the ground and weather of England 
in general, — suit wheat. 

And observe in the outset, it is not so much 
what the present circumstances of England are, as 
what we wish to make them, that we have to con- 
sider. If you will tell me what you ultimately 
intend Bradford to be, perhaps I can tell you what 
Bradford can ultimately produce. But you must 
have your minds clearly made up, and be distinct 
in telling me what you do want. At present I 
don't know what you are aiming at, and possibly 
,on consideration you may feel some doubt whether 
you know yourselves. As matters stand, all over 
England, as soon as one mill is at work, occupying 
two hundred hands, we try, by means of it, to set 
another mill at work, occupying four hundred. 
That is all simple and comprehensible enough— but 
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what is it to come to? How many mills do we 
want? or do -we indeed want no end of mills? 
Let ns entirely understand each other on this point 
before we go any farther. Last week, I drove from 
Rochdale to Bolton Abbey; quietly, in order to see 
the country, and certainly it was well worth while. 
I never went over a more interesting twenty miles 
than those between Rochdale and Burnley. Natu- 
rally, the valley has been one of the most beautiful 
in the Lancashire hills; one of the far away soli- 
tudes, full of old shepherd ways of life. At this 
time there are not, — I speak deliberately, and I be- 
lieve quite literally, — there are not, I think, more 
than a thousand yards of road to be traversed 
anywhere, without passing a iurnace or mill. 

Now, is that the kind of thing you want to come 
to everywhere? Because, if it be, and you tell me so 
distinctly, I think I can make several suggestions 
to-night, and could make more if you give me time, 
which would materially advance your object. The 
extent of our operations at present is more or less 
limited by the extent of coal and ironstone, but we 
have not yet learned to make proper use of our clay. 
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Over the greater part of England, south of the 
manufacturing districts, there are magnificent beds 
of various kinds of useful clay; and I believe that 
it would not be difficult to point out modes of 
employing it which might enable us to torn nearly 
the whole of the south of England into a brick- 
field, as we have already turned nearly the whole 
of the north into a coal-pit. I say "nearly* the 
whole, because, as you are doubtless aware, there 
are considerable districts in the south composed of 
chalk, renowned up to the present time for their 
downs and mutton. But, I think, by examining 
carefully into the conceivable uses of chalk, we 
might discover a quite feasible probability of turn- 
ing all the chalk districts into a limekiln, as we 
turn the clay districts into a brickfield. There 
would then remain nothing but the mountain dis- 
tricts to be dealt with ; but, as we have not yet 
ascertained all the uses of clay and chalk, st31 less 
have we ascertained those of stone ; and I think, 
by draining the useless inlets of the Cumberland, 
Welsh, and Scotch lakes, and turning them, with 
their rivers, into navigable reservoirs and canals, 
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there would be no difficulty in working the whole of 
our mountain districts as a gigantic quarry of slate 
and granite, from which all the rest of the world 
might be supplied with roofing and building stone. 
Is this, then, what you want ? You are going 
straight at it at present ; and I have only to ask 
under what limitations I am to conceive or de- 
scribe your final success? Or shall there be no 
limitations ? There are none to your powers ; every 
day puts new machinery at your disposal, and in- 
creases, with your capital, the vastness of your 
undertakings. The changes in the state of this 
country are now so rapid, that it would be wholly 
absurd to endeavour to lay down laws of art educa- 
tion for it under its present aspect and circumstances ; 
and therefore I must necessarily ask, how much of 
it do you seriously intend within the next fifty years 
to be coal-pit, brickfield, or quarry ? For the sake 
of distinctness of conclusion, I will suppose your 
success absolute : that from shore to shore the whole 
of the island is to be set as thick with chimneys as 
the masts stand in the docks of Liverpool: that 
there shall he no meadows in it ; no trees ; no gar- 
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dens ; only a little corn grown upon the housetops, 
reaped and threshed by steam: that you do not 
leave even room for roads, but travel either over 
the roofs of your mills, on viaducts ; or under their 
floors, in tunnels : that, the smoke having rendered 
the light of the sun unserviceable, you work always 
by the light of your own gas: that no acre of 
English ground shall be without its shaft and its 
engine; and therefore, no spot of English ground 
left, on which it shall be possible to stand, without 
a definite and calculable chance of being blown off 
it, at any moment, into small pieces. 

Under these circumstances, (if this is to be the 
future of England,) no designing or any other 
development of beautiful art will be possible. Do 
not vex your minds, nor waste your money with any 
thought or effort in the matter. Beautiful art can 
only be produced by people who have beautiful 
things about them, and leisure to look at them ; 
and unless you provide some elements of beauty for 
your workmen to be surrounded by, you will find 
that no elements of beauty can be invented by them. 

I was struck forcibly by the bearing of this great 
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feet upon oar modern efforts at ornamentation in 
an afternoon walk, last week, in the suburbs of one 
of oar large manufacturing towns, I was thinking 
of the difference in the effect upon the designer's 
mind, between the scene which I then came upon, 
and the scene which would have presented itself to 
-the ey es of any designer of the middle ages, when 
he left has workshop. Just outside the town I came 
upon an old English cottage, or mansion, I hardly 
know which to call it, set close under the hill, and 
beside the river, perhaps built somewhere in the 
Charles's times, with mnllioned windows and a low 
arched porch ; round which, in the little triangular 
garden, one can imagine the family as they used to 
sit in old summer times, the ripple of the river 
heard faintly through the sweetbriar hedge, and the 
sheep on the far-off wolds shining in the evening 
sunlight There, uninhabited for many and many a 
year, it had been left in unregarded havoc of ruin ; 
the garden-gate still swung loose to its latch; the 
garden, blighted utterly into a field of ashes, not even 
a weed taking root there ; the roof torn into shape- 
less rents ; the shutters hanging about the windows 
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in rags of rotten wood ; before its gate, the strewn 
which had gladdened it now soaking slowly by, 
black ac ebony, and tkiek with curdling scum ; the 
bank above it trodden into unctuous, sooty slime : 
far in front of it, between it and the old hills, the 
furnaces of the city foaming forth perpetual plague 
of sulphurous darkness; the yolumes of their storm 
clouds coifing low orer a waste of grassless fields, 
fenced from each other, not by hedges, but by 
slabs of square stone, like gravestones, riveted to- 
gether with iron. 

That was your scene for the designer's contem- 
plation in his afternoon walk at Rochdale. Now 
fancy what was the scene which presented itself, in 
his afternoon walk, to a designer of the Gothic school 
of Pisa — Nino Pisano, or any of his men. 

On each side of a bright river he saw rise a l»e 
of brighter palaces, arched and pillared, and inlaid 
with deep red porphyry, and with serpentine ; along 
the quays before their gates were riding troops of 
knights, noble in face and form, dazzling m crest 
and shield ; horse and man one labyrinth of quaint 
colour and gleaming light— *he purple, and silver, 
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and scarlet fringes flowing over the strong limbs and 
clashing mail, like sea-waves over rocks at sunset. 
Opening on each side from the river were gar- 
dens, courts, and cloisters ; long successions of 
white pillars among wreaths of vine ; leaping of 
fountains through buds of pomegranate and orange : 
and still along the garden-paths, and under and 
through the crimson of the pomegranate shadows, 
moving slowly, groups of the fairest women that 
Italy ever saw — fairest, because purest and thought- 
fullest; trained in all high knowledge, as in all 
courteous art — in dance, in song, in sweet wit, in 
lofty learning, in loftier courage, in loftiest love — 
able alike to cheer, to enchant, or save, the souls 
of men. Above all this scenery of perfect human 
life, rose dome and bell-tower, burning with white 
alabaster and gold; beyond dome and bell-tower 
the slopes of mighty hills, hoary with olive; 
far in the north, above a purple sea of peaks of 
solemn Apennine, tho clear, sharp-cloven Carrara 
mountains sent up their steadfast flames of marble 
summit into amber sky; the great sea itself, scorch- 
ing with expanse of light, stretching from their feet 
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to the Gorgonian isles; and over all these, ever 
present, near or far — seen through the leaves of vine, 
or imaged with all its march of clouds in the Arno's 
stream, or set with its depth of blue close against the 
golden hair and burning cheek of lady and knight, 
— that untroubled and sacred sky, which was to 
all men, in those days of innocent faith, indeed 
the unquestioned abode of spirits, as the earth 
was of men; and which opened straight through its 
gates of cloud and veils of dew into the awfulness 
of the eternal world; — a heaven in which every cloud 
that passed was literally the chariot of an angel, and 
every ray of its Evening and Morning streamed from 
the throne of God. 

What think you of that for a school of design ? 

I do not bring this contrast before you as a 
ground of hopelessness in our task; neither do I 
look for any possible renovation of the Republic 
of Pisa, at Bradford, in the nineteenth century ; but 
I put it before you in order that you may be aware 
precisely of the kind of difficulty you have to meet, 
and may then consider with yourselves how far 
you can meet it. To men surrounded by the 
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depressing and monotonous circumstances of English 
manufacturing life, depend upon it, design is simply 
impossible. This is the most distinct of all the 
experiences I have had in dealing with the modern 
workman* He is intelligent and ingenions in the 
highest degree — subtle in touch and keen in sight : 
bat he is, generally speaking, wholly destitute of 
designing power. And if you want to give him 
the power, you must give him the materials, 
and put him in the circumstances for it Design 
is not the offspring of idle fancy: it is the 
studied result of accumulative observation and 
delightful habit. Without observation and expe- 
rience, no design — without peace and pleasurableness 
in occupation, no desigp — and all the lecturings, and 
teachings, and prizes, and principles of art, in the 
world, are of no use, so long as you don't surround 
your men with happy influffliOPB and beautiful 
things. It is impossible for them to have right 
ideas about colour, unlesa they see the lovely 
colours of nature unspoiled; impossible for them 
to supply beautiful incident and action in their 
ornament, unless they see beautiful incident and 
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action in the world about them. Inform their 
minds, refine their habits, and you form and re- 
fine their designs; but keep them illiterate, un- 
comfortable, and in the midst of unbeautiful things, 
and whatever they do will still be spurious, vulgar, 
and valueless. 

I repeat, that I do not aak you nor wish you 
to build a new Pisa for them* We don't want 
either the life or the decorations of the thirteenth 
century back again; and the circumstances with 
which you must surround your workmen are those 
simply of happy modern English life, because the 
designs you have now to ask for from your 
workmen ace such as will make modern English 
life beautiful. All that goergeousness of the 
middle ages, beautiful aa it sounds in description, 
noble as in many respect* it was in reality, had, 
nevertheless, for foundation and for end, nothing 
but the pride of life— the pride of the so-called 
superior classes ; a pride which supported itself by 
violence and robbery, and led in the end to the 
destruction both of the arts themselves and the 
States in which they flourished. 



128 • MODERN MANUFACTURE [LECT. m. 

The great lesson of history is, that all the fine 
arts hitherto — having been supported by the selfish 
power of the noblesse, and never having extended 
their range to the comfort or the relief of the 
mass of the people — the arts, I say, thus practised, 
and thus matured, have only accelerated the ruin 
of the States they adorned; and at the moment 
when, in any kingdom, you point to the triumphs 
of its greatest artists, you point also to the deter- 
mined hour of the kingdom's decline. The names 
of great painters are like passing bells: in the 
name of Velasquez, you hear sounded the fall of 
Spain; in the name of Titian, that of Venice; 
in the name of Leonardo, that of Milan; in the 
name of Raphael, that of Rome. And there is 
profound justice in this; for in proportion to the 
nobleness of the power is the guilt of its use for 
purposes vain or vile; and hitherto the greater 
the art, the more surely has it been used, and 
used solely, for the decoration of pride,* or the 
provoking of sensuality. Another course lies open 

* Whether religious or profane pride,— chapel— or banqueting 
room,— is no matter. 
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to us. We may abandon the hope — or if you 
like the words better — we may disdain the 
temptation, of the pomp and grace of Italy in 
her youth. For us there can be no more 
the throne of marble — for us no more the vault 
of gold — but for us there is the loftier and « 
lovelier privilege of bringing the power and 
charm of art within the reach of the humble and 
the poor; and as the magnificence of past ages 
failed by its narrowness and its pride, ours may 
prevail and continue, by its universality and its 
lowliness. 

And thus, between the picture of too laborious 
England, which we imagined as future, and the 
picture of too luxurious Italy, which we remember 
in the past, there may exist — there will exist, if 
we do our duty — an intermediate condition, neither 
oppressed by labour nor wasted in vanity — the con- 
dition of a peaceful and thoughtful temperance in 
aims, and acts, and arts. 

We are about to enter upon a period of our 
world's history in which domestic life, aided by 
the arts of peace, will slowly, but at last entirely, 

K 
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supersede public life and the arts of war. For 
our own England, she will not, I believe, be 
blasted throughout with furnaces ; nor will she 
be encumbered with palaces. I trust she will keep 
her green fields, her cottages* and her homes of 
middle life ; but these ought to be, and I trust 
will be enriched with a useful, truthful, substan- 
tial form of art We want now no more feasts of 
the gods, nor martyrdoms of saints; we have no 
need of sensuality, no place for superstition, or for 
costly insolence. Let us have learned and faithful 
historical painting — touching and thoughtful repre- 
sentations of human nature, in dramatic painting; 
poetical and familiar renderings of natural objects 
and of landscape ; and rational, deeply-felt realiza- 
tions of the events which are. the subjects of our 
religious faith. And let these things we want, 
as far as possible, be scattered abroad and made 
accessible to all men. 

So also, in manufacture: we require work sub- 
stantial rather than rich in make ; and refined, 
rather than splendid in design. Your stuffs 
need not be such as would catch the eye of 
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at duchess ; but they should be such as may at 
once serve the need, and refine the taste, of a 
cottager. The prevailing error in English dress, 
especially among the lower orders, is a tendency 
to flimsiness and gaudiness, arising mainly from 
the awkward imitation of their superiors.* It 
should be one of the first objects of all manufac- 
turers to produce stuffs not only beautiful and 
quaint in design, but also adapted for every-day 
service, and decorous in humble and secluded life. 



* If their superiors would give them simplicity and economy to 
imitate, it would, in the issue, be well for themselves, as well as 
for those whom they guide. The typhoid fever of passion for 
dress, and all other display, which has struck the upper classes of 
Europe at this time, is one of the most dangerous political 
elements we have to deal with. Its wickedness I have shown 
elsewhere (Folit. Economy of Art, p. 62, et seq.) ; hut its wicked- 
ness is, in the minds of most persons, a matter of no importance. 
I wish I had time also to show them its danger. I cannot enter 
here into political investigation ; hut this is a certain fact, that 
the wasteful and vain expenses at present indulged in by the 
upper classes are hastening the advance of republicanism more 
than any other element of modern change. No agitators, no 
clubs, no epidemical errors, ever were, or will be, fetal to social 
order in any nation. Nothing but the guilt of the upper classes, 
wanton, accumulated, reckless, and merciless, ever overthrows 
them. Of such guilt they have now much to answer for — let 
them look to it in time; 

K2 
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And you must remember always that your busi- 
ness, as manufacturers, is to form the market, as 
much as to supply it. If, in shortsighted and reck- 
less eagerness for wealth, you catch at every hu- 
mour of the populace as it shapes itself into 
momentary demand — if, in jealous rivalry with 
neighbouring States, or with other producers, you 
try to attract attention by singularities, novelties, 
and gaudinesses — to make every design an ad- 
vertisement, and pilfer every idea of a success- 
ful neighbour's, that you may insidiously imitate 
it, or pompously eclipse — no good design will ever 
be possible to you, or perceived by you. You may, 
by accident, snatch the market ; or, by energy, 
command it ; you may obtain the confidence of 
the public, and cause the ruin of opponent 
houses ; or you may, with equal justice of fortune, 
be ruined by them. But whatever happens to you, 
this, at least, is certain, that the whole of your life 
will have been spent in corrupting public taste and 
encouraging public extravagance. Every preference 
you have won by gaudiness must have been based 
on the purchaser's vanity ; every demand you 
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have created by novelty has fostered in the con- 
sumer a habit of discontent; and when you retire 
into inactive life, you may, as a subject of conso- 
lation for your declining years, reflect that pre- 
cisely according to the extent of your past 
operations, your life has been successful in retard- 
ing the arts, tarnishing the virtues, .and confusing 
the manners of your country. 

But, on the other hand, if you resolve from the 
first that, so far as you can ascertain or discern 
what is best, you will produce what is best, on an 
intelligent consideration of the probable tendencies 
and possible tastes of the people whom you supply, 
you may literally become more influential for all 
kinds of good than many lecturers on art, or many 
treatise-writers on morality. Considering the ma- 
terials dealt with, and the crude state of art know- 
ledge at the time, I do not know that any more 
wide or effective influence in public taste was ever 
exercised than that of the Staffordshire manu- 
facture of pottery under William Wedgwood; 
and it only rests with the manufacturer in every 
other business to determine whether he will, in 
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like manner j make his wares educational instru- 
ments, or mere drags of the market You all 
should be, in a certain sense, authors t you must, 
indeed, first catch the public eye, as an author 
must the public ear; but once gain your audience, 
or observance, and as it is in the writer's power 
thenceforward to publish what will educate as it 
amuses — so it is in yours to publish what will 
educate as it adorns, Nor is this surely a sub- 
ject of poor ambition. I hear it said continually 
that men are too ambitious: alas! to me, it seems 
they are never enough ambitious. How many 
are content to be merely the thriving merchants 
of a state, when they might be its guides, coun- 
sellors, and rulers — wielding powers of subtle but 
gigantic beneficence, in restraining its follies while 
they supplied Its wants. Let such duty, such am- 
bition, be once accepted in their fulness^ and the best 
glory of European art and of European manufac- 
ture may yet be to come. The paintings of Raphael 
and of Buonaroti gave force to the falsehoods of 
superstition, and majesty to the imaginations of sin ; 
but the arts of England may have, for their task, to 
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inform the soul with truth, and touch the heart 
with compassion. The steel of Toledo and the 
silk of Genoa did but give strength to oppression 
and lustre to pride : let it be for the furnace and 
for the loom of England, as they have already 
richly earned, stfll more abundantly to bestow, 
comfort on the indigent, civilization on the rude, 
and to dispense, through the peaceful homes of 
nations, the grace and the preciousness of simple 
Adornment, and useful possession. 
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IECTUEE IV. 

INFLUENCE OF IMAGINATION IN ARCHITECTURE. 



AN ADDBE88 



Delivered to the Members of the Architectural Association, in Lyon's 
Inn HaU, 1857. 

If we were to be asked abruptly, and required to 
answer briefly, what qualities chiefly distinguish 
great artists from feeble artists, we should answer, 
I suppose, first, their sensibility and tenderness; 
secondly, their imagination; and thirdly, their in- 
dustry. Some of us might, perhaps, doubt the 
justice of attaching so much importance to this last 
character, because we have all known clever men 
who were indolent, and dull men who were indus- 
trious. But though you may have known clever 
men who were indolent, you never knew a great 
man who was so; and, during such investigation as 
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I have been able to" give to the lives of the artists 
whose works are in all points noblest, no fact ever 
looms so large upon me — no law remains so stead- 
fast in the universality of its application, as the fact 
and law that they are all great workers : nothing 
concerning them is matter of more astonishment 
than the quantity they have accomplished in the 
given length of their life; and when I hear a 
young man spoken of, as giving promise of high 
genius, the first question I ask about him is always — 

Does he work ? 

But though this quality of industry is essential 
to an artist, it does not in anywise make an artist ; 
many people are busy, whose doings are little worth. 
Neither does sensibility make an artist; since, as I 
hope, many can feel both strongly and nobly, who 
yet care nothing about art. But the gifts which dis- 
tinctively mark the artist — without which he must 
be feeble in life, forgotten in death — with which 
he may become one of the shakers of the earth, and 
one of the signal lights in heaven — are those of sym- 
pathy and imagination. I will not occupy your time, 
nor incur the risk of your dissent, by endeavouring 
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to give any close definition of this last word. We 
all have a general and sufficient idea of imagina- 
tion) and of its work with our hands and in our 
hearts : we understand it, I suppose, as the imaging 
or picturing of new things in our thoughts; and 
we dways show an involuntary respect for this 
power, wherever we can recognize it, acknowledg- 
ing it to be a greater power than manipulation, or 
•calculation, or observation, or any other human 
faculty. If we see an old woman spinning at the 
fireside, and distributing her thread dexterously 
from the distaff, we respect her for her manipula- 
tion — if we ask her how much she expects to make 
•in a year, and she answers quickly, we respect her 
"for her calculation — if she is watching at the same 
time that none of her grandchildren fall into the 
fire, we respect her for her observation — yet for 
ill this she may still be a commonplace old woman 
enough. But if she is all the time telling her 
grandchildren a fairy tale out of her head, we praise 
her for her imagination, and say, she must be a 
Tather remarkable old woman. 

Precisely in like manner, if an architect does his 



XJGCT. IV.] IN ABCHITECTUBE. 139 

working-drawing well, we praise him for his mani- 
pulation — if he keeps closely within his contract, 
we praise Trim for his honest arithmetic — if he looks 
well to the laying of his beams, so that nobody 
shall drop through the floor, we praise him for his 
observation. But he must, somehow, tell us a fairy 
tale out of his head beside all this, else we cannot 
praise him for his imagination, nor speak of him 
as we did of the old woman, as being in any wise 
■cot of the common way, a rather remarkable archi- 
tect. It seemed to me, therefore, as if it might 
interest you to-night, if we were to consider together 
what fairy tales are, in and by architecture, to be 
told — what there is for you to do in this severe 
art of yours "out of your heads," as well as by 
your hands. 

Perhaps the first idea which a young architect is 
apt to be allured by, as a head-problem in these 
experimental days, is its being incumbent upon him 
to invent a *new style" worthy of modern civili- 
zation in general, and of England m particular ; a 
style worthy of our engines and telegraphs ; as ex- 
pansive as steam, and as sparkling as electricity. 
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But, if there are any of my hearers who have 
been impressed with this sense of inventive duty, 
may I ask them, first, whether their plan is that 
every inventive architect among us shall invent a 
new style for himself, and have a county set aside 
for his conceptions, or a province for his practice? 
Or, must every architect invent a little piece of 
the new style, and all put it together at last like a 
dissected map? And if so, when the new style is 
invented, what is to be done next? I will grant 
you this Eldorado of imagination — but can you 
have more than one Columbus ? Or, if you sail in 
company, and divide the prize of your discovery 
and the honour thereof, who is to come after you 
clustered Columbuses? to what fortunate islands of 
style are your architectural descendants to sail, 
avaricious of new lands. When our desired style 
is invented, will not the best we can all do be 
simply — to build in it? — and cannot you now do 
that in styles that are known? Observe, I grant, 
for the sake of your argument, what perhaps many 
of you know that I would not grant otherwise — that 
a new style can be invented. I grant you not only 
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this, but that it shall be wholly different from any 
that was ever practised before. We will suppose that 
capitals are to be at the bottom of pillars instead 
of the top; and that buttresses shall be on the 
tops of pinnacles instead of at the bottom; that 
you roof your apertures with stones which shall 
neither be arched nor horizontal ; and that you com- 
pose your decoration of lines which shall neither 
be crooked nor straight The furnace and the forge 
shall be at your service: you shall draw out your 
plates of glass and beat out your bars of iron 
till you have encompassed us all, — if your style is 
of the practical kind, — with endless perspective of 
black skeleton and blinding square, — or if your style 
is to be of the ideal kind, — you shall wreath your 
streets with ductile leafage, and roof them with 
variegated crystal — you shall put, if you will, all 
London under one blazing dome of many colours 
that shall light the clouds round it with its flash- 
ing, as far as to the sea. And still, I ask you, 
What after this? Do you suppose those imagina- 
tions of yours will ever lie down there asleep be- 
neath the shade of your iron leafage, or within the 
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coloured light of your enchanted dome? Not so. 
Those souls, and fancies, and ambitions of yours, 
are wholly infinite ; and, whatever may be done by 
others, you will still want to do something for your- 
selves; if you cannot rest content with Palladio, 
neither will you with Paxton: all the metal and 
glass that ever were melted have not so much 
weight in them as will clog the wings of one human 
spirit's aspiration* 

If you will think over this quietly by yourselves, 
and can get the noise out of your ears of the per- 
petual, empty, idle, incomparably idiotic talk about 
the necessity of some novelty in architecture, you 
will soon see that the very essence of a Style, 
properly so called, is that it should be practised 
for ages, and applied to all purposes; and that so 
long as any given style is in practice, all that 
is left for individual imagination to accomplish 
must be within the scope of that style, not in 
the invention of a new one. If there are any 
here, therefore, who hope to obtain celebrity by 
the invention of some strange way of building 
which must convince all Europe into its adoption, 
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to them, for the moment, I must not be understood 
to address myself, but only to those who would be 
content with that degree cf celebrity which an 
artist may enjoy who works in the manner of his 
forefathers; — which the builder of Salisbury Cathe- 
dral might enjoy in England, though he did not 
invent Gothic; and which Titian might enjoy at 
Venice, though, he did not invent oil painting. 
Addressing myself then to those humbler, but wiser, 
or rather, only wise students who are content to 
avail themselves of some system of building already 
understood, let us consider together what room for 
the exercise of the imagination may be left to us 
under such conditions* And, first, I suppose it will 
be said* or thought, that the architect's principal 
field for exercise of his invention must be in the 
disposition of lines, mouldings, and masses, in agree- 
able proportions. Indeed, if you adopt some styles 
of architecture, you cannot exercise invention in any 
other way. And I admit that it requires genius 
and special gift to do this rightly. Not by rule, 
nor by study, can the gift of graceful proportionate 
design be obtained; only by the intuition of genius 
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can so much as a single tier of fa§ade be beauti- 
fully arranged; and the man has just cause for 
pride, as far as our gifts can ever be a cause for 
pride, who finds himself able, in a design of his 
own, to rival even the simplest arrangement of 
parts in one by Sanmicheli, Inigo Jones, or Chris- 
topher Wren. 

Invention, then, and genius being granted, as 
necessary to accomplish this, let me ask you, What, 
after all, with this special gift and genius, you 
have accomplished, when you have arranged the 
lines of a building beautifully? 

In the first place you will not, I think, tell 
me that the beauty there attained is of a touching 
or pathetic kind. A well-disposed group of notes 
in music will make you sometimes weep and some- 
times laugh. You can express the depth of all 
affections by those dispositions of sound; you can 
give courage to the soldier, language to the lover, 
consolation to the mourner, more joy to the joy- 
ful, more humility to the devout Can you do as 
much by your group of lines ? Do you suppose 
the front of Whitehall, a singularly beautiful one, 
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ever inspires the two Horse Guards, during the hour 
they sit opposite to it, with military ardour? Do you 
think that the lovers in our London walk down to 
the front of Whitehall for consolation when mis- 
tresses are unkind; or that any person wavering 
in duty, or feeble in faith, was ever confirmed in 
purpose or in creed by the pathetic appeal of those 
harmonious architraves ? You will not say so. Then, 
if they cannot touch, or inspire, or comfort any one, 
can your architectural proportions amuse any one? 
Christmas is just over; you have doubtless been 
at many merry parties during the period. Can you 
remember any in which architectural proportions 
contributed to the entertainment of the evening? 
Proportions of notes in music were, I am sure, 
essential to your amusement; the setting of flowers 
in hair, and of ribands on dresses, were also sub- 
jects of frequent admiration with you, not inessential 
to your happiness. Among the juvenile members 
of your society the proportion of currants in cake, 
and of sugar in comfits, became subjects of acute 
interest; and, when such proportions were har- 
monious, motives also of gratitude to cook and 

L 
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to confectioner. But, did you ever see either 
young or old amused by the architrave of the door ? 
Or otherwise interested in the proportions of the 
room than as they admitted more or fewer friendly 
feces? Nay, if all the amusement that there is in 
the best proportioned architecture of London could 
be concentrated into one evening, and you were 
to issue tickets for nothing to this great propor- 
tional entertainment;— how do you think it would 
stand between you and the Drury pantomime ? 

Tou are, then, remember, granted to be people 
of genius — great and admirable; and you devote 
your lives to your art, but you admit that you 
cannot comfort anybody, you cannot encourage any- 
body, you cannot improve anybody, and you. can- 
not amuse anybody. I proceed then farther to ask, 
Can you inform anybody? Many sciences cannot 
be considered as highly touching or emotional ; nay, 
perhaps not specially amusing; scientific men may 
sometimes, in these respects, stand on the same 
ground with you. As far as we can judge by the 
results of the late war, science helps our soldiers 
about as much as the front of Whitehall; and at 
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the Christmas parties, the children wanted no geo- 
logists to tell them about the behaviour of bears 

i 
and dragons in Queen Elizabeth's time. Still, your 

man of science teaches you something; he may be 
dull at a party, or helpless in a battle, he is not 
always that; but he can give you, at all events, 
knowledge of noble facts, and open to you the secrets 
of the earth and air. Will your architectural pro- 
portions do as much? Your genius is granted, and 
your life is given, and what do you teach us? — . 
Nothing, I believe, from one end of that life to the 
other, but that two and two make four, and that 
one is to two as three is to six. 

You cannot, then, it is admitted, comfort any 
one, serve or amuse any one, nor teach any one. 
Finally, I ask, Can you be of Use to any one ? " Yes/ 
you reply; " certainly we are of some use — we archi- 
tects — in a climate like this, where it always rains.' 9 
You are of use, certainly; but, pardon me, only 
as builders — not as proportionalists. We are not 
talking of building as a protection, but only of that 
special work which your genius is to do; not of 
building substantial and comfortable houses like 

L 2 
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Mr. Cubitt, but of putting beautiful facades on them 
like Inigo Jones. And, again, I ask — Are you of 
use to any one? Will your proportions of fa$ade 
heal the sick, or clothe the naked ? Supposing you 
devoted your lives to be merchants, you might reflect 
at the close of them, how many, fainting for want, 
you had brought corn to sustain; how many, in- 
fected with disease, you had brought balms to heal ; 
how widely, among multitudes of far-away nations, 
you had scattered the first seeds of national power, 
and guided the first rays of sacred light Had you 
been, in fine, anything else in the world but archi- 
tectural designers, you might have been of some use 
or good to>people. Content to be petty tradesmen, 
you would have saved the time of mankind; — 
rough-handed daily labourers, you would have added 
to their stock of food or of clothing. But, being 
men of genius, and devoting your lives to the ex- 
quisite exposition of this genius, on what achieve- 
ments do you think the memories of your old age 
are to fasten? Whose gratitude will surround you 
with its glow, or on what accomplished good, of 
that greatest kind for which men show no grati- 
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tude, will your life rest the contentment of its 
close? Truly, I fear that the ghosts of propor- 
tionate lines will be thin phantoms at your bed- 
sides — very speechless to you; and that on all the 
emanations of your high genius you will look back 
with less delight than you might have done on a 
cup of cold water given to him who was thirsty, 
or to a single moment when you had " prevented 
with your bread him that fled." 

Do not answer, nor think to answer, that with 
your great works and great payments of workmen 
in them, you would do this; I know you would, 
and will, as Builders ; but, I repeat, it is not your 
building that I am talking about, but your brains; 
it is your invention and imagination of whose profit 
I am speaking. The good done through the build- 
ing, observe, is done by your employers, not by 
you — you share in the benefit of it. The good 
that you personally must do is by your designing; 
and I compare you with musicians who do good by 
their pathetic composing, not as they do good by 
employing fiddlers in the orchestra; for it is the 
public who in reality do that, not the musicians. So 



lfiO INFLUENCE OP IMAGINATION [LECT. IT* 

clearly keeping to thw one question, what good we 
architects are to do by our genius; and haying 
found that on our proportionate system we can do no 
good to others, will you tell me, lastly, what good 
we can do to ourselves f 

Observe, nearly every other liberal art or pro- 
fession has some intense pleasure connected with it, 
irrespective of any good to others. As lawyers, or 
physicians, or clergymen, you would have the plea- 
sure of investigation, and of historical reading, as 
part of your work : as men of science you would 
be rejoicing in curiosity perpetually gratified re- 
specting the laws and facts of nature: as artists 
you would have delight in watching the external 
forms of nature : as day labourers or petty trades- 
men, supposing you to undertake such work with 
as much intellect as you are going to devote to 
your designing, you would find continued subjects 
of interest in the manufacture or the agriculture 
which you helped to improve ; or in the problems of 
commerce which bore on [your business. But your 
architectural designing leads you into no pleasant 
journeys, — into no seeing of lovely things, — no dis- 
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cerning of just laws, — no warmths of compassion, no 
humilities of veneration, no progressive state of sight 
or soul. Our conclusion is — must be — that you will 
not amuse, nor inform, nor help anybody; you will 
not amuse, nor better, nor inform yourselves; you 
will sink into a state in which you can neither show, 
nor feel, nor see, anything, but that one is to two 
as three is to six. And in that state what should 
we call ourselves? Men? I think not. The right 
name for us would be — numerators and denomi- 
nators. Vulgar Fractions. 

Shall we, then, abandon this theory of the soul 
of architecture being in proportional lines, and look 
whether we can find anything better to exert our 
fancies upon? 

May we not, to begin with, accept this great 
principle — that, as our bodies, to be in health, must 
be generally exercised, so our minds, to be in health, 
must be generally cultivated? You would not call 
a man healthy who had strong arms but was para- 
lytic in his feet; nor one who could walk well, but 
had no use of his hands; nor one who could see well, 
if he could not hear. You would not voluntarily 
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reduce your bodies to any such partially developed 
state. Much more, then, you would not, if you 
could help it, reduce your minds to it. Now, your 
minds are endowed with a vast number of gifts of 
totally different uses — limbs of mind as it were, 
which, if you don't exercise, you cripple. One is 
curiosity ; that is a gift, a capacity of pleasure in 
knowing; which if you destroy, you make yourselves 
cold and dull. Another is sympathy ; the power of 
sharing in the feelings of living creatures, which if 
you destroy, you make yourselves hard and cruel. 
Another of your limbs of mind is admiration ; the 
power of enjoying beauty or ingenuity, which if you 
destroy, you make yourselves base and irreverent. 
Another is wit ; or the power of playing with the 
lights on the many sides of truth; which if you 
destroy, you make yourselves gloomy, and less 
useful and cheering to others than you might be. 
So that in choosing your way of work it should 
be your aim, as far as possible, to bring out all 
these faculties, as far as they exist in you; not 
one merely, nor another, but all of them. And 
the way to bring them out, is simply to concern 
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yourselves attentively with the subjects of each 
faculty. To cultivate sympathy you must be among 
living creatures, and thinking about them; and to 
cultivate admiration, you must be among beautiful 
things and looking at them. 

All this sounds much like truism, at least I hope 
it does, for then you will surely not refuse to act 
upon it; and to consider farther, how, as architects, 
you are to keep yourselves in contemplation of living 
creatures and lovely things. 

You all probably know the beautiful photo- 
graphs which have been published within the last 
year or two of the porches of the Cathedral of 
Amiens. I hold one of these up to you, (merely 
that you may know what I am talking about, as 
of course you cannot see the detail at this dis- 
tance, but you will recognise the subject.) Have 
you ever considered how much sympathy, and 
how much humour, are developed in filling this 
single doorway * with these sculptures of the his- 
tory of St. Honor6 (and, by the way, considering 

* The tympanum of the south transept door ; it is to be found 
generally among all collections of architectural photographs. 
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how often toe English are now driving up and down 
the Rue St Honor^, we may as well know as much 
of the saint as the old architect cared to tell us). 
You know, in all legends of saints who ever w-ere 
bishops, the first thing you are told of them is 
that they didn't want to he bishops. So here is 
St Honors, who doesn't want to be a bishop, sit- 
ting sulkily in the corner; he hugs his book with 
both hands, and won't get up to take his crosier; 
and here are all the city aldermen of Amiens 
come to poke him up; and all the monks in the 
town in a great puzzle what they shall do for a 
bishop if St Honors won't be; and here's one of 
the monks in the opposite corner who is quite cool 
about it, and thinks they'll get <m well enough with- 
out St Honor^, — you see that in his face perfectly. 
At last St Honor^ consents to be bishop, and here 
he sits in a throne, and has his book now grandly 
on a desk instead of his knees, and he directs one 
of his village curates how to find relics in a wood ^ 
here is the wood, and here is the village curate, 
and here are the tombs, with the bones of St Vic- 
torien and Gentien in them. 
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After this, St Honor£ performs grand mass, and 
the miracle occurs of the appearance of a hand bless- 
ing the wafer, which occurrence afterwards was 
painted for the arms of the abbey. Then St H«nar£ 
dies; and here is his tomb with his statue on the 
top ; and miracles are being performed at it — a deaf 
man hiving his ear touched, and a blind ma* groping 
his way up to the tomb with his dog. Then here 
is a great procession in honour of the relics of 
St Honor6; and under his coffin are some cripples 
being healed ; and the coffin itself is put above the 
bar which separates the cross from the lower sub- 
jects, because the tradition is that the figure on 
the c r ucifix of the Church of St Firmih bowed 
its' head m token of acceptance, as the relics of 
St Honore" passed beneath. 

Now just consider the amount of sympathy with 
human nature, and observance of it, shown in this 
cme bas-relief ; the sympathy with disputing monks, 
with puzzled aldermen, with melancholy recluse, 
with triumphant prelate, with palsy-stricken poverty, 
with ecclesiastical magnificence, or miracle-woridng 
faith. Consider how much intellect was needed in 
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the architect, and how much observance of nature, 
before he could give the expression to these various 
figures — cast these multitudinous draperies — design 
these rich and quaint fragments of tombs and altars 
— weave with perfect animation the entangled 
branches of the forest 

But you will answer me, all this is not archi- 
tecture at all — it is sculpture. Will you then tell 
me precisely where the separation exists between 
one and the other? We will begin at the very 
beginning. I will show you a piece of what you ' 
will certainly admit to be a piece of pure archi- 
tecture;* it is drawn on the back of another pho- 
tograph, another of these marvellous tympana from 
Notre Dame, which you call, I suppose, impure. 
Well, look on this picture, and on this. Don't 
laugh ; you must not laugh, that's very improper of 
you, this is classical architecture. I have taken it 
out of the essay on that subject in the "Encyclo- 
paedia Britannica." 

Yet I suppose none of you would think your- 
selves particularly ingenious architects if you had 

* See Appendix HI., "Classical Architecture." 
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designed nothing more than this ; nay, I will even 
let you improve it into any grand proportion you 
choose, and add to it as many windows as you 
choose ; the only thing I insist upon in our speci- 
men of pure architecture is, that there shall be 
no mouldings nor ornaments upon it. And I sus- 
pect you don't quite like your architecture so 
" pure " as this. We want a few mouldings, you 
will say— just a few. Those who want mouldings, 
hold up their hands. We are unanimous, I think. 
Will you, then, design the profiles of these mould- 
ings yourselves, or will you copy them? If yoti 
wish to copy them, and to copy them always, 
of course I leave you at once to your authorities, 
and your imaginations to their repose. But it 
you wish to design them yourselves, how do you 
do it? You draw the profile according to your 
taste, and you order your mason to cut it Now, 
will you tell me the logical difference between 
drawing the profile of a moulding and giving that 
to be cut, and drawing the folds of the drapery of a 
statue and giving those to be cut The last is much 
more difficult to do than the first; but degrees of 
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difficulty constitute no specific difference, and you 
will not accept it, surely, as a definition of the dif- 
ference between architecture and sculpture, that 
"architecture is doing anything that is easy, and 
sculpture anything that is difficult" 

It is true, also, that the carved moulding repre- 
sents nothing, and the carved drapery represents 
something; but you will not, I should think, ac- 
cept, as an explanation of the difference between 
architecture and sculpture, this any more than the 
other, that "sculpture is art which has meaning, 
and architecture art which has none," 

Where, then, is your difference? In this, per- 
haps, you will say; that whatever ornaments we 
can direct ourselves, and get accurately cut to 
order, we consider architectural The ornaments 
that we are obliged to leave to the pleasure of 
the workman, or the superintendence of some other 
designer, we consider sculptural, especially if they 
are more or less extraneous and incrusted — not an 
essential part of the building. 

Accepting this definition, I am compelled to 
reply, that it is in effect nothing more than an ampli- 
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fication of my first one — that whatever is easy you 
call architecture, whatever is difficult yon call sculp- 
ture. For you cannot suppose the arrangement of 
the place in which the sculpture is to be put is so 
difficult or so great a part of the design as the sculp- 
ture itsel£ For instance: yon all know the pulpit 
of Niccolo Pisanoy in the baptistry at Pisa. It is 
composed of seven rich relievi, surrounded by 
panel mouldings, and sustained on marble shafts. 
Do you suppose Niccolo Pisano's reputation — such 
part of it at least as rests on this pulpit (and much 
does) — depends on the panel mouldings, or on the 
relievi? The panel mouldings are by his. hand; 
he would have disdained to leave even them to a 
common workman ; but do you think he found any 
difficulty in them, or thought there was. any credit 
in them. Having once done the sculpture,, those 
enclosing lines were mere child's play to him; the 
determination of the diameter of shafts and height 
of capitals was an affair of minutes ; his work was in 
carving the Crucifixion and the Baptism. 

Or, again, do you recollect Orcagna's tabernacle in 
the church of San Michele, at Florence ? That, also, 
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consists of rich and multitudinous bas-reliefs, en- 
closed in panel mouldings, with shafts of mosaic, and 
foliated arches sustaining the canopy. Do you think 
Orcagna, any more than Pisano, if his spirit could 
rise in the midst of us at this moment, would tell us 
that he had trusted his fame to the foliation, or had 
put his soul's pride into the panelling? Not so ; he 
would tell you that his spirit was in the stooping 
figures that stand round the couch of the dying 
Virgin. 

Or, lastly, do you think the man who designed 
the procession on the portal of Amiens was the 
subordinate workman? that there was an architect 
over him, restraining him within certain limits, and 
ordering of him his bishops at so much a mitre, 
and his cripples at so much a crutch? Not so. 
Here, on this sculptured shield, rests the Master's 
hand; this is the centre of the Master's thought: 
from this, and in subordination to this, waved the 
arch and sprang the pinnacle. Having done this, 
and being able to give human expression and action 
to the stone, all the rest — the rib, the niche, the 
foil, the shaft — were mere toys to his hand and 
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accessories to his conception ; and if once you also 
gain the gift of doing this, if once you can carve 
one fronton such as you have here, I tell you, you 
would be able — so far as it depended on your 
invention — to scatter cathedrals over England as 
fast as clouds rise from its streams after summer 
rain. . 

. Nay, but perhaps you answer again, our sculptors 
at present do not design cathedrals, and could not. 
No, they could not ; but that is merely because we 
have made architecture so dull that they cannot 
take any interest in it, and, therefore, do not care 
to add to their higher knowledge the poor and 
common knowledge of principles of building. You 
have thus separated building from sculpture, and 
you have taken away the power of both; for the 
sculptor loses nearly as much by never having 
room for the development of a continuous work, 
as you do from having reduced your work to a 
continuity of mechanism. You are essentially, and 
should always be, the same body of men, admitting 
only such difference in operation as there is between 
the work of a painter at different times, who some- 

M 
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times labours on a small picture, and sometimes on 
the frescoes of a palace gallery. 

This conclusion, then, we arrive at, must arrive 
at; the fact being irrevocably so: — that in order 
to give your imagination and the other powers of 
your souls full play, you must do as all the great 
architects of old time did — you must yourselves be 
your sculptors. Phidias, Michael Angelo, Orcagna, 
Pisano, Giotto, — which of these men, do you think, 
could not use his chisel? You say, " It is difficult ; 
quite out of your way." I know it is; nothing 
that is great is easy; and nothing that is great, 
so long as you study building without sculpture, 
can be in your way. I want to put it in your way, 
and you to find your way to it. But, on the other 
hand, do not shrink from the task as if the refined 
art of perfect sculpture were always required from 
you. For, though architecture and sculpture are 
not separate arts, there is an architectural manner 
of sculpture ; and it is, in the majority of its appli- 
cations, a comparatively easy one. Our great mis- 
take at present, in dealing with stone at all, is 
requiring to have all our work too refined; it is 
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just the same mistake as if we were to require 
all our book illustrations to be as fine work as 
Raphael's. John Leech does not sketch so well as 
Leonardo da Vinci; but do you think that the 
public could easily spare him; or that he is wrong 
in bringing out his talent in the way in which it 
is most effective? Would you advise him, if he 
asked your advice, to give up his wood-blocks 
and take to canvas? I know you would not; 
neither would you tell him, I believe, on the other 
hand, that, because he could not draw as well 
as Leonardo, therefore he ought to draw nothing 
but straight lines with a ruler, and circles with 
compasses, and no figure-subjects at alL That 
would be some loss to you; would it not? You 
would all be vexed if next week's Punch had 
nothing in it but proportionate lines* And yet, 
do not you see that you are doing precisely the 
same thing with your powers of sculptural design 
that he would be doing with his powers of pic- 
torial design, if he gave you nothing but such 
lines. You feel that you cannot carve like Phidias; 
therefore you will not carve at all, but only draw 
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moulding*; and thus all that intermediate power 
which ik of especial value in modern days, — that 
IK>)mlar power of expression which is within the 
attainment of thousands, and would address itself 
to ten* of thousands, — is utterly lost to us in stone, 
though in ink and paper it has become one of the 
mont important engines, and one of the most desired 
luxuries* of modern civilization. 

Here, then, is one part of the subject to which 
] would especially invite your attention, namely, 
the dUtinctivo character which may be wisely per- 
mitted to belong to architectural sculpture, as dis- 
tinguinhod from perfect sculpture on one side, and 
(bun mere geometrical decoration on the other. 

And ttr*t» obaerve what an indulgence we have 
in the distance at which most work is to be seen. 
$up|Hvrfit£ wo wero able to carve eyes and lips 
with the mo»t exquisite precision, it would all be 
4*f no \wo as soon as the work was put far 
abow the ev* ; but* on the other hand, as beauties 
\ti»*\i\te*r by being ffcr withdrawn, so will faults ; 
and the nivttanr and confusion whkh are the 
natural vNtt^twttC* of distance while they would 
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often render your best skill but vain, will as often 
render your worst errors of little consequence ; 
nay, more than this, often a deep cut, or a 
rude angle, will produce in certain positions an 
effect of expression both startling and true, which 
you never hoped for. Not that mere distance will 
give animation to the work, if it has none in itself; 
but if it has life at all, the distance will make 
that life more perceptible and powerful by soften- 
ing the defects of execution. So that you are 
placed, as workmen, in this position of singular ad- 
vantage, that you may give your fancies. free play, 
and strike hard for the expression that you want, 
knowing that, if you miss it, no one will detect 
you; if you at all touch it, nature herself will 
help you, and with every changing shadow . and 
basking sunbeam bring forth new phases of your 
fancy. 

But it is not merely this privilege of being imper- 
fect which belongs to architectural sculpture. It has 
a true privilege of imagination, far excelling all that 
can be granted to the more finished work, which, 
for the sake of distinction, I will call,— and I don't 
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think we can have a much better term — " furniture 
sculpture ; " sculpture, that is, which can be moved 
from place to place to furnish rooms. 

For observe, to that sculpture the spectator is 
usually brought in a tranquil or prosaic state 
of mind; he sees it associated rather with what 
is sumptuous than sublime, and under circum- 
stances which address themselves more to his com- 
fort than Ms curiosity. The statue which is to 
be pathetic, seen between the flashes of footmen's 
livery round the dining-table, must have strong 
elements of pathos in itself; and the statue which 
is to be awful, in the midst of the gossip of the 
drawing-room, must have the elements of awe 
wholly in itself. But the spectator is brought to 
your work already in an excited and imaginative 
mood. He has been impressed by the cathedral 
wall as it loomed over the low streets, before he 
looks up to the carving of its porch — and his 
love of mystery has been touched by the silence 
and the shadows of the cloister, before he can set 
himself to decipher the bosses on its vaulting. So 
that when once he begins to observe your doings, he 
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will ask nothing better from you, nothing kinder 
from you, than that you would meet this imaginative 
temper of his half way ; — that you would farther 
touch the sense of terror, or satisfy the expecta- 
tion of things strange, which have been prompted 
by the mystery or the majesty of the surrounding 
scene. And thus, your leaving forms more or less 
undefined, or carrying out your fancies, however 
extravagant, in grotesqueness of shadow or shape, 
will be for the most part in accordance with the 
temper of the observer ; and he is likely, therefore, 
much more willingly to use his fancy to help your 
meanings, than his judgment to detect your faults. 

Again. Remember that when the imagination 
and feelings are strongly excited, they will not 
only bear with, strange things, but they will look 
into minute, things with a delight quite unknown 
in hours of tranquillity. You surely must re- 
member moments of your lives in which, under 
some strong excitement of feeling, all the de- 
tails of visible objects presented themselves with 
a strange intensity and insistence, whether you 
would or no; urging themselves upon the mind, 
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and thrust upon the eye, with a force of fascination 
which you could not refuse. . Now, to a certain 
extent, the senses get into this state whenever the 
imagination is strongly excited. Things ' trivial 
at other times assume a dignity or significance 
which we cannot explain; but which is only the 
more attractive because inexplicable : and the powers 
of attention, quickened by the feverish excitement, 
fasten and feed upon the minutest circumstances of 
detail, and remotest traces of intention. So that 
what would at other times be felt as more or less 
mean or extraneous in a work of sculpture, and 
which would assuredly be offensive to the perfect 
taste in its moments of languor, or of critical judg- 
ment, will be grateful, and even sublime, when it 
meets this frightened inquisitiveness, this fascinated 
watchfulness, of the roused imagination. And this 
is all for your advantage ; for, in the beginnings of 
your sculpture, you will assuredly find it easier to 
imitate minute circumstances of costume or cha- 
racter, than to perfect the anatomy of simple 
farms or the flow of noble masses ; and it will be 
encouraging to remember that the grace you can- 
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not perfect, and the simplicity yon cannot achieve, 
would be in great part vain, even if you could 
achieve them, in their appeal to the hasty curiosity 
of passionate fancy ; but that the sympathy which 
would be refused to your science will be granted 
to your innocence ; and that the mind of the 
general observer, though wholly unaffected by cor- 
rectness of anatomy or propriety of gesture, will 
follow you with fond and pleased concurrence, as 
you carve the knots of the hair, and the patterns of 
the vesture. 

Farther yet. We are to remember that not only 
do the associated features of the larger architecture 
tend to excite the strength of fancy, but the archi- 
tectural laws to which you are obliged to submit 
your decoration stimulate its ingenuity. Every 
crocket which you are to crest with sculpture,— 
every foliation which you have to fill, presents it- 
self to the spectator's fancy, not only as a pretty 
thing, but as a problematic thing. It contained, 
he perceives immediately, not only a beauty which 
you wished to display, but a necessity which you 
were forced to meet ; and the problem, how to 
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occupy such and such a space with organic form 
in any probable way, or how to turn such a 
boss or ridge into a conceivable image of life, 
becomes at once, to him as to you, a matter of 
amusement as much as of admiration. The or- 
dinary conditions of perfection in form, gesture, 
or feature, are willingly dispensed with, when the 
ugly dwarf and ungainly goblin have only to 
gather themselves into angles, or crouch to carry 
corbels; and the want of skill which, in other 
kinds of work, would have been required for the 
finishing of the parts, will at once be forgiven 
here, if you have only disposed ingeniously what 
you have executed roughly, and atoned for the rude- 
ness of your hands by the quickness of your wits. 

Hitherto, however, we have been considering only 
the circumstances in architecture favourable to the 
development of the powers of imagination. A yet 
more important point for us seems, to me, the place 
which it gives to all the objects of imagination. 

For, I suppose, you will not wish me to spend 
any time in proving, that imagination must be 
vigorous in proportion to the quantity of material 
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which it has to handle; and that, just as we in* 
crease the range of what we see, we increase the 
richness of what we can imagine. Granting this, 
consider what a field is opened to your fancy merely 
in the subject matter which architecture admits. 
Nearly every other art is severely limited in its 
subjects — the landscape painter, for instance, gets 
little help from the aspects of beautiful humanity ; 
the historical painter, less, perhaps, than he ought, 
from the accidents of wild nature; and the pure 
sculptor, still less, from the minor details of com- 
mon life. But is there anything within range of 
Bight, or conception, which may not be of use to 
you, or in which yotar interest may not be excited 
with advantage to your art ? From visions of angels, 
down to the least important gesture of a child at 
play, whatever may be conceived of Divine, or be* 
held of Human, may be dared or adopted by you; 
throughout the kingdom of animal life, no creature 
is so vast, or so minute, that you cannot deal with 
it, or bring it into service ; the lion and the 
crocodile will couch about your shafts; the moth 
and the bee will sun themselves upon your flowers; 
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for you, the fawn will leap; for you, the snail 
be slow ; for you, the dove smooth her bosom ; 
and the hawk spread her wings toward the south. 
All the wide world of vegetation blooms and bends 
for you; the leaves tremble that you may bid them 
be still under the marble snow; the thorn and the 
thistle, which the earth casts forth as evil, are 
to you the kindliest servants; no dying petal, nor 
drooping tendril, is so feeble as to have no help 
for you; no robed pride of blossom so kingly, but 
it will lay aside its purple to receive at your hands 
the pale immortality. Is there anything in common 
life too mean, — in common things too trivial, — to be 
ennobled by your touch? " As there is nothing in 
life, so there is nothing in lifelessness which has 
not its lesson for you, or its gift; and when you 
are tired of watching the strength of the plume, 
and the tenderness of the leaf, you may walk down 
to your rough river-shore, or into the thickest 
markets of your thoroughfares; and there is not 
a piece of torn cable that will not twine into a 
perfect moulding; there is not a fragment of cast- 
away matting, or shattered basket-work, that will 
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not work into a chequer or a capital. Yes: and 
if you gather up the very sand, and break the 
stone on which you tread, among its fragments 
of all but invisible shells you will find forms that 
will take their place, and that proudly, among the 
starred traceries of your vaulting; and you, who 
can crown the mountain with its fortress, and the 
city with - its towers, are thus able also to give 
beauty to ashes, and worthiness to dust. 

Now, in that your art presents all this material 
to you, you have already much to rejoice in. But 
you have more to rejoice in, because all this is 
submitted to you, not to be dissected or analyzed, 
but to be sympathized with, and to bring out, there- 
fore, what may be accurately called the moral part 
of imagination. We saw that, if we kept ourselves 
among lines only, we should have cause to envy 
the naturalist, because he was conversant with 
facts ; but you will have little to envy now, if you 
make yourselves conversant with the feelings that 
arise out of his facts. For instance, the naturalist, 
coming upon a block of marble, has to begin con- 
sidering immediately how far its purple is owing 
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to iron, or its whiteness to magnesia; he breaks his 
piece of marble, and at the close of his day, has 
nothing but a little sand in his crucible, and some 
data added to the theory of the elements. But 
you approach your marble to sympathize with it, 
and rejoice over its beauty. You cut it a little 
indeed; but only to bring out its veins more per- 
fectly : and at the end of your day's work you leave 
your marble shaft with joy and complacency in its 
perfectness, as marble. When you have to watch 
an animal instead of a stone, you differ from the 
naturalist in the same way. He may, perhaps, if 
he be an amiable naturalist, take delight in having 
living creatures round him ; — still, the major part of 
his work is, or has been, in counting feathers, sepa- 
rating fibres, and analyzing structures. But yam 
work is always with the living creature; the thing 
you have to get at in him is his life, and ways of going 
about things. It does not matter to you how many 
cells there are in his bones, or how many filaments 
in his feathers; what you want is his moral cha- 
racter and way of behaving himself; it is just that 
which your imagination, if healthy, will first ; 
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just that which your chisel, if vigorous, will first 
cut Ton must get the storm spirit into your eagles, 
and the lordliness into your lions, and the tripping 
fear into your fawns ; and in order to do this, you 
must be in continual sympathy with every fawn of 
them ; and be hand-in-glove with all the lions, 
and hand-inr-claw with all the hawks. And don't 
fancy that you will lower yourselves by sympathy 
with the lower creatures; you cannot sympathize 
rightly with the higher, unless you do with those : 
but you have to sympathize with the higher, too — 
with queens, and kings, and martyrs, and angels. 
Yes, and above all, and more than all, with 
simple humanity in all its needs and ways, for 
there is not one hurried face that passes you in the 
street that will not be impressive, if you can only 
fathom it. All history is open to you, all high 
thoughts and dreams that the past fortunes of men 
can suggest; all fairy land is open to you — no 
vision that ever haunted forest, or gleamed over 
hill-side, but calk you to understand how it came 
into men's hearts, and may still touch them; and 
all Paradise is open to you — yes, and the work 
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of Paradise ; for in bringing all this, in perpetual 
and attractive truth, before the eyes of your fellow- 
men, you have to join in the employment of the 
angels, as well as to imagine their companies. 

And observe, in this last respect, what a peculiar 
importance, and responsibility, are attached to your 
work, when you consider its permanence, and the 
multitudes to whom it is addressed. We frequently 
are led, by wise people, to consider what responsi- 
bility may sometimes attach to words, which yet, 
the chance is, will be heard by few, and forgotten 
as soon as heard. But none of your words will be 
heard by few, and none will be forgotten, for five 
or six hundred years, if you build well. You will 
talk to all who pass by; and all those little sym- 
pathies, those freaks of fancy, those jests in stone, 
those workings -out of problems in caprice, will 
occupy mind after mind of utterly countless multi- 
tudes, long after you are gone. You have not, like 
authors, to plead for a hearing, or to fear oblivion. 
Do but build large enough, and carve boldly enough, 
and all the world will hear you ; they cannot choose 
but look. 
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I do not mean to awe you by this thought; 
I do not mean that because you will have so 
many witnesses and watchers, you are never to jest, 
or do anything gaily or lightly; on the contrary, 
I have pleaded, from the beginning, for this art 
of yours, especially because it has room for the 
whole of your character — if jest is in you, let the 
jest be jested; if mathematical ingenuity is yours, 
let your problem be put, and your solution worked 
out, as quaintly as you choose; above all, see that 
your work is easily and happily done, else it will 
never make anybody else happy: but while you 
thus give the rein to all your impulses, see that 
those impulses be headed and centred by one noble 
impulse ; and let that be Love — triple love — for the 
art which you practise, the creation in which you 
move, and the creatures to whom you minister. 

I. I say, first, Love for the art which you practise. 
Be assured that if ever any other motive becomes 
a leading one in your mind, as the principal one 
for exertion, except your love of art, that moment 
it is all over with your art I do not say you are 
not to desire money, nor to desire fame, nor to 

N 
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desire position; you cannot but desire all three; 
nay, you may — if you are willing that I should 
use the word Love in a desecrated sense — love all 
three; that is, passionately covet them, yet you 
must not covet or love them in the first place. Men 
of strong passions and imaginations must always 
care a great deal for anything they care for at all ; 
but tho whole question is one of firot or second. 
Does your art lead you, or your gain lead you? 
You may like making money exceedingly; but if 
it oomo to a fair question, whether you are to make 
five hundred pounds less by this business, or to spoil 
your building, and you choose to spoil your build- 
ing, there's an end of you. So you may be aB 
thirsty for fame aa a cricket is for cream ; but, if 
it come to a fair question, whether you are to please 
the mob, or do tie thing as you know it ought 
to be done; and you carit do both, and choose to 
pleaae the mob, — it a all over with you : — there's no 
hope for you : nothing that yon can do will ever 
bo worth a inanV glance aa he passes far. The 
test is absolute* inevitable — Is your art first with 
you? Then yon are artists; yon may be, after yon 
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have made your money, misers and usurers ; 
you may be, after you have got your fame, jealous, 
and proud, and wretched, and base : — but yet, as long 
as you won't spoil your work,, you are artists. On 
the other hand : — Is your money first with you, and 
your fame first with you ? Then, you may be very 
charitable with your money, and very magnificent 
with your money, and very graceful in the way 
you wear your reputation, and very courteous to 
those beneath you, and very acceptable to those 
above you; but you are not artists. You are 
mechanics, and drudges. 

IL You must love the creation you work in the 
midst of. For, wholly in proportion to the intensity 
of feeling which you bring to the subject you have 
chosen, will be the depth and justice of our percep- 
tion of its character. And this depth of feeling i& 
not to be gained On the instant, when you want to 
bring it tp bear on this or that. It is the result of 
the general habit of striving to feel rightly ; arid, 
among thousands of various means of doing this, 
perhaps the one I ought specially to name to you, is 
the keeping yourselves clear of petty and mean cares* 

N 2 
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Whatever you do, don't be anxious, nor fill your 
heads with little chagrins and little desires. I have 
just said, that you may be great artists, and yet be 
miserly and jealous, and troubled about many 
things. So you may be; but I said also that the 
miserliness or trouble must not be in your hearts 
all day. It is possible that you may get a habit of 
saving money; or it is possible, at a time of great 
trial, you may yield to the temptation of speaking 
unjustly of a rival, — and you will shorten your 
powers and dim your sight even by this ; — but the 
thing that you have to dread far more than any such 
unconscious habit, or any such momentary fall — is 
the constancy of small emotions; — the anxiety whether 
Mr. So-and-so will like your work; whether such and 
such a workman will do all that you want of him, 
and so on; — not wrong feelings or anxieties in them- 
selves, but impertinent, and wholly incompatible 
with the full exercise of your imagination. 

Keep yourselves, therefore, quiet, peaceful, with 
your eyes open. It doesn't matter at all what 
Mr. So-and-so thinks of your work; but it mat- 
ters a great deal what that bird is doing up there 
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in its nest, or how that vagabond child at the 
street corner is managing his game of knuckle- 
down. And remember, you cannot turn aside from 
your own interests, to the birds and the children's 
interests, unless you have long before got into 
the habit of loving and watching birds and 
children; so that it all comes at last to the for- 
getting yourselves, and the living out of your- 
selves, in the calm of the great world, or if you 
will, in its agitation ; but always in a calm of your 
own bringing. Do not think it wasted time to 
submit yourselves to any influence which may bring 
upon you any noble feeling. Rise early, always 
watch the sunrise, and the way the clouds break 
from the dawn; you will cast your statue-draperies x 
in quite another than your common way, when the 
remembrance of that cloud motion is with you, and 
of the scarlet vesture of the morning. Live always 
in the spring time in the country ; you do not know 
what leaf-form means, unless you have seen the buds 
burst, and the young leaves breathing low in the 
sunshine, and wondering at the first shower of rain. 
But above all, accustom yourselves to look for, and 
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to love, all nobleness of gesture and feature in the 
human form ; and remember that the highest noble- 
ness is usually among the aged, the poor, and the 
infirm: you will find, in the end, that it is not 
the strong arm of the soldier, nor the laugh of the 
young beauty, that are the best studies for you. 
Look at them, and look at them reverently; but 
be assured that endurance is nobler than strength, 
and patience than beauty ; and that it is not in 
the high church pews, where the gay dresses are, 
but in the church iree seats, where the widows' 
weeds are, that you may see the faces that will 
fit best between the angels' wings, in the church 
porch. 

III. And therefore, lastly, and chiefly, you must 
love the creatures to whom you minister, your fellow- 
men ; for, if you do not love them, not only will you 
be little interested in the passing events of life, but 
in all your gazing at humanity, you will be apt to 
be struck only by outside form, and not by expres- 
sion. It is only kindness and tenderness which 
will ever enable you to see what beauty there is in 
the dark eyes that are sunk with weeping, and in the 
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paleness of those fixed faces which the earth's adver- 
sity has compassed about, till they shine in their 
patience like dying watchfires through twilight. But 
it is not this only which makes it needful far yon, if 
yon would he great, to he also kind; there is a most 
important and all-essential reason in the yery nature 
of your own art* So soon as yon desire to build 
largely,, and with addition of noble sculpture, yon 
will find that your work must be associative. Yon 
cannot carve a whole cathedral yourself — you can 
carve but few and simple parts of it. Either your 
own work must be disgraced in the mass of the 
collateral inferiority, or you must raise your fellow- 
designers to correspondence of power. If you have 
genius, you will yourselves take the lead in the 
building you design ; yoti will carve its porch and 
direct its disposition. But for all subsequent ad* 
vancement of its detail, you must trust to the 
agency and the invention of others; and it rests 
with yon either to repress what faculties your 
workmen bare, into cunning subordination to your 
own; or to rejoice in discovering even the powers 
that may rival yon, and leading forth mind after mind 
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into fellowship with your fancy, and association with 
your fame. 

I need not tell you that if you do the first — if 
you endeavour to depress or disguise the talents 
of your subordinates — you are lost; for nothing 
could imply more darkly and decisively than this, 
that your art and your work were not beloved 
by you; that it was your own prosperity that you 
were seeking, and your own skill only that you cared 
to contemplate. I do not say that you must not be 
jealous at all; it is rarely in human nature to be 
wholly without jealousy ; and you may be forgiven 
for going some day sadly home, when you find some 
youth, unpractised and unapproved, giving the life- 
stroke to his work which you, after years of training, 
perhaps, cannot reach : but your jealousy must not 
conquer — your love of your building must conquer, 
helped by your kindness of heart. See — I set no 
high or difficult standard before you. I do not say 
that you are to surrender your pre-eminence in mere 
unselfish generosity. But I do say that you must 
surrender your pre-eminence in your love of your 
building helped by your kindness ; and that whom- 
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soever you find better able to do what will adorn 
it than you, — that person you are to give place 
tot and to console yourselves for the humiliation, 
first, by your joy in seeing the edifice grow more 
beautiful under his chisel, and secondly, by your 
sense of having done kindly and justly. But if 
you are morally strong enough to make the kind- 
ness and justice the first motive, it will be better ; 
— best of all — if you do not consider it as kindness 
at all, but bare and stern justice; for, truly, such 
help as we can give each other in this world is a 
debt to each other; and the man who perceives a 
superiority or capacity in a subordinate, and neither 
confesses, nor assists it, is not merely the withholder 
of kindness, but the committer of injury. But be 
the motive what you will, only see that you do the 
thing ; and take the joy of the consciousness that, as 
your art embraces a wider field than all others — and 
addresses a vaster multitude than all others — and is 
surer of audience than all others — so it is profounder 
and holier in Fellowship than all others. The artist, 
when his pupil is perfect, must see him leave his side 
that he may declare his distinct, perhaps opponent, 
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akilL Man of science wrestles with man of science 
for priority of discovery, and pursues in pangs of 
jealous, haste his solitary inquiry. You alone are 
called by kindness,— by necessity, — by equity, to fra- 
ternity of toil ; and thus, in those misty and mas- 
sive piles which rise above the domestic roofe of our 
ancient cities, there wasr— there may be again — a 
meaning more profound and true than any that fancy 
so commonly has attached to them. Men say their 
pinnacles point to heaven. Why, so does every tree 
that buds, and every bird that rises as it sings. Men 
say their aisles are good for worship. Why, so is 
every mountain glen,, and rough sea-shore. But this 
they have, of distinct and indisputable glory, — that 
their mighty walls were never raised, and never 
shall be, but by men who love and aid each other in 
their weakness; — that all their interlacing strength of 
vaulted stone has its foundation upon the stronger 
arches of manly fellowship, and all their changing 
grace of depressed or lifted pinnacle owes its 
cadence and completeness to sweeter symmetries of 
human soul. 
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LECTUBE V. 

THE WORK OF IRON, IN NATURE, ART, AND 
POLICY. 

A LECTURE 

Delivered at Tunbridge WeUs, February, 1858. 

When first I heard that you wished me to address 
you this evening, it was a matter of some doubt 
with me whether I could find any subject that 
would possess any sufficient interest for you to 
justify my bringing you out of your comfortable 
houses on a winter's night. When I venture to 
speak about my own special business of art, it is 
almost always before students of art, among whom I 
may sometimes permit myself to be dull, if I can 
feel that I am useful: but a mere talk about art, 
especially without examples to refer to (and I 
have been unable to prepare any careful illustra- 
tions for this lecture), is seldom of much interest 



188 THE WORK OF IRON, [LECT. V. 

to a general audience. As I was considering what 
you might best bear with me in speaking about, 
there came naturally into my mind a subject con- 
nected with the origin and present prosperity of 
the town you live in; and, it seemed to me, in 
the out-branchings of it, capable of a very general 
interest. When, long ago (I am afraid to think 
how long), Tunbridge Wells was my Switzerland, 
and I used to be brought down here in the sum- 
mer, a sufficiently active child, rejoicing in the 
hope of clambering sandstone cliffs of stupendous 
height above the common, there used sometimes, as, 
I suppose, there are in the lives of all children at 
the Wells, to be dark days in my life— days of con- 
demnation to the pantiles and band — under which 
calamities my only consolation used to be in 
watching, at every turn in my walk, the welling 
forth of the spring over the orange rim of its 
marble basin. The memory of the clear water, 
sparkling over its saffron stain came back to me as 
the strongest image connected with the place; and 
it struck me that you might not be unwilling, to- 
night, to think a little over the full significance of 
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that saffron stain, and of the power, in other ways 
and other functions, of the steelly element to which 
so many here owe returning strength and life; — 
chief as it has been always, and is yet more and 
more markedly so day by day, among the precious 
gifts of the earth. 

The subject is, of course, too wide to be more 
than suggestively treated; and even my sugges- 
tions must be few, and drawn chiefly from my 
own fields of work; nevertheless, I think I shall 
have time to indicate some courses of thought which 
you may afterwards follow out for yourselves if 
they interest you; and so I will not shrink from 
the full scope of the subject which I have an- 
nounced to you — the functions of Iron, in Nature, 
Art, and Policy. 

Without more preface, I will take up the first 
head. 

I. Ikon in Nature. — You all probably know that 
the ochreous stain, which, perhaps, is often thought 
to spoil the basin of your spring, is iron in a state 
of rust: and when you see rusty iron in other 
places you generally think, not only that it spoils 
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the places it stains, but that it is spoiled itself — 
that rusty iron is spoiled iron. 

For most of our uses it generally is so; and 
because we cannot use a rusty knife or razor so 
well as a polished one, we suppose it to be a great 
defect in iron that it is subject .to rust. But not 
at all. On the contrary, the most perfect and 
useful state of it is that ochreous stain; and 
therefore it is endowed with so ready a dis- 
position to get itself into that state. It is not 
a fault in the iron, but a virtue, to be so fond of 
getting rusted, for in that condition it fulfils its 
most important functions in the universe, and most 
kindly duties to mankind. Nay, in a certain sense, 
and almost a literal one, we may say that iron 
rusted is Living; but when pure or polished, 
Dead. You all probably know that in the mixed 
air we breathe, the part of it essentially needful 
to us is called oxygen; and that this substance 
is to all animals, in the most accurate sense of 
the word, " breath of life." The nervous power 
of life is a different thing; but the supporting 
element of the breath, without which the blood, 
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and therefore the life, cannot be nourished, is 
this oxygen. Now it is this very same air 
which the iron breathes when it gets rusty. It 
takes the oxygen from the atmosphere as eagerly 
as we do, though it uses it differently. The 
iron keeps all that it gets; we, and other ani- 
mals, port with it again; but the metal abso- 
lutely keeps what it has once received of this 
aerial gift; and the ochreous dust which we so 
much despise is, in fact, just so much nobler than 
pure iron, in so far as it is iron and the air. 
Nobler, and more useful — for, indeed, as I shall be 
able to show you presently— the main service of 
this metal, and of all other metals, to us, is not in 
making knives, and scissors, and pokers, and pans, 
but in making the ground we feed from, and 
nearly all the substances first needful to our exist* 
ence. For these are all nothing but metals and 
oxygen — metals with breath put into them. Sand, 
lime, clay, and the rest of the earths — potash and 
soda, and the rest of the alkalies — are all of than 
metals which have undergone this, so to speak, vital 
change, and have been rendered fit for the service 
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of man by permanent unity with the purest air which 
he himself breathes. There is only one metal which 
does not rust readily; and that, in its influence on 
Man hitherto, has caused Death rather than Life ; it 
will not be put to its right use till it is made a pave- 
ment of, and so trodden under foot 

Is there not something striking in this fact, con- 
sidered largely as one of the types, or lessons, fur- 
nished by the inanimate creation? Here you have 
your hard, bright, cold, lifeless metal — good enough 
for swords and scissors — but not for food. You think, 
perhaps, that your iron is wonderfully useful in a 
pure form, but how would you like the world, if all 
your meadows, instead of grass, grew nothing but 
iron wire — if all your arable ground, instead of 
being made of sand and clay, were suddenly 
turned into flat surfaces of steel — if the whole 
earth, instead of its green and glowing sphere, 
rich with forest and flower, showed nothing but 
the image of the vast furnace of a ghastly en- 
gine — a globe of black, lifeless, excoriated metal? 
It would be that, — probably it was once that; 
but assuredly it would be, were it not that all 
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the substance of which it is made sucks and 
breathes the brilliancy of the atmosphere; and, as 
it breathes, softening from its merciless hardness, it 
falls into fruitful and beneficent dust; gathering 
itself again into the earths from which we feed, 
and the stones with which we build; — into the 
rocks that frame the mountains, and the sands that 
bind the sea. 

Hence, it is impossible for you to take up the 
most insignificant pebble at your feet, without being 
able to read, if you like, this curious lesson in it. 
You look upon it at first as if it were earth only. 
Nay, it answers, W I am not earth — I am earth and 
air in one; part of that blue heaven which you 
love, and long for, is already in me ; it is all my 
life — without it I should be nothing, and able for 
nothing; I could not minister to you, nor nourish 
you — I should be a cruel and helpless thing; but, 
because there is, according to my need and place 
in creation, a kind of soul in me, I have become 
capable of good, and helpful in the circles of 
vitality." 

Thus far the same interest attaches to all the 

o 
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earths, and all the metals of which they are made ; 
but a deeper interest, and larger beneficence be- 
long to that ochreous earth of iron which stains 
the marble of your springs. It stains much besides 
that marble. It stains the great earth where- 
soever you can see it, far and wide — it is the 
colouring substance appointed to colour the globe 
for the sight, as well as subdue it to the 
service of man. You have just seen your hills 
covered with snow, and, perhaps, have enjoyed, 
at first, the contrast of their fair white with 
the dark blocks of pine woods ; but have you 
ever considered how you would like them always 
white — not pure white, but dirty white — the white 
of thaw, with all the chill of snow in it, but 
none of its brightness? That is what the colour 
of the earth would be without its iron; that 
would be its colour, not here or there only, bui 
in all places, and at all times. Follow out that 
idea till you get it in some detail. Think first 
of your pretty gravel walks in your gardens, 
yellow and fine, like plots of sunshine between 
the flower-beds; fancy them all suddenly turned 
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to the colour of ashes. That is what they would 
be without iron ochre. Think of your winding 
walks over the common, as warm to the eye as 
they are dry to the foot, and imagine them all 
laid down suddenly with gray cinders. Then 
pass beyond the common into the country, and 
pause at the first ploughed field that you see 
sweeping up the hill sides in the sun, with its 
deep f brown furrows, and wealth of ridges all 
a-glow, heaved aside by the ploughshare, like 
deep folds of a mantle of russet velvet — fancy 
it all changed suddenly into grisly furrows in 
a field of mud. That is what it would be 
without iron. Pass on, in fancy, over hill and 
dale, till you reach the bending line of the sea 
shore; go down upon its breezy beach — watch 
the white foam flashing among the amber of it, 
and all the blue sea embayed in belts of gold: 
then fancy those circlets of far sweeping shore 
suddenly put into mounds of mourning — all those 
golden sands turned into gray slime; the fairies 
no more able to call to each other, " Come unto 
these yellow sands;" but, "Come unto these drab 

o 2 
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sands." That is what they would be, without 
iron. 

Iron is in some sort, therefore, the sunshine and 
light of landscape, so far as that light depends on 
the ground; but it is a source of another kind 
of sunshine, quite as important to us in the way 
we live at present — sunshine, not of landscape, 
but of dwelling-place. 

In these days of swift locomotion I may doubt- 
less assume that most of my audience have been 
somewhere out of England — have been in Scotland, 
or France, or Switzerland. Whatever may have 
been their impression, on returning to their own 
country, of its superiority or inferiority in other 
respects, they cannot but have felt one thing about 
it — the comfortable look of its towns and villages. 
Foreign towns are often very picturesque, very 
beautiful, but they never have quite that look of 
warm self-sufficiency and wholesome quiet with 
which our villages nestle themselves down among 
the green fields. If you will take the trouble to ex- 
amine into the sources of this impression, you will 
find that by far the greater part of that warm and 
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satisfactory appearance depends upon the rich scarlet 
colour of the bricks and tiles. It does not belong to 
the neat building — very neat building has an uncom- 
fortable rather than a comfortable look — but it 
depends on the warm building ; our villages are 
dressed in red tiles as our old women are in red 
cloaks ; and it does not matter how worn the cloaks, 
or how bent and bowed the roof may be, so long 
as there are no holes in either one or the other, 
and the sobered but unextinguishable colour still 
glows in the shadow of the hood, and burns 
among the green mosses of the gable. And what 
do you suppose dyes your tiles pf cottage roof? 
You don't paint them. It is nature who puts all 
that lovely vermilion into the clay for you; and 
all that lovely vermilion is this oxide of iron. 
Think, therefore, what your streets of towns would 
become — ugly enough, indeed, already, some of 
them, but still comfortable-looking — if instead of 
that warm brick red, the houses became all pepper* 
and-salt colour. Fancy your country villages 
changing from that homely scarlet of theirs which, 
in its sweet suggestion of laborious peace, is as 
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honourable as the soldiers' scarlet of laborious 
battle — suppose all those cottage roofs, I say, 
turned at once into the colour of unbaked clay, the 
colour of street gutters in rainy weather. That's 
what they would be, without iron. 

There is, however, yet another effect of colour in 
our English country towns which, perhaps, you may 
not all yourselves have noticed, but for which you 
must take the word of a sketcher. They are not 
so often merely warm scarlet as they are warm 
purple ; — a more beautifal colour still : and they 
owe this colour to a mingling with the vermilion 
of the deep grayish or purple hue of our fine 
Welsh slates on the more respectable roofs, made 
more blue still by the coloui* of intervening atmo- 
sphere. If you examine one of these Welsh slates 
freshly broken, you will find its purple colour clear 
and vivid; and although never strikingly so after 
it has been long exposed to weather, it always 
retains enough of the tint to give rich harmonies 
of distant purple in opposition to the green of our 
woods and fields. Whatever brightness or power 
there is in the hue is entirely owing to the oxide 
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of iron. Without it the slates would either be pale 
stone colour, or cold gray, or black. 

Thus far we have only been considering the use 
and pleasantness of iron in the common earth of 
clay. But there are three kinds of earth which 
in mixed mass and prevalent quantity, form the 
world. Those are, in common language, the earths 
of clay, of lime, and of flint. Many other elements 
are mingled with these in sparing quantities; but 
the great frame and substance of the earth is made 
of these three, so that wherever you stand on solid 
ground, in any country of the globe, the thing 
that is mainly under your feet will be either clay, 
limestone, or some condition of the earth of flint, 
mingled with both. 

These being what we have usually to deal with, 
Nature seems to have set herself to make these three 
substances as interesting to us, and as beautiful for 
us, as she can. The clay, being a soft and change- 
able substance, she doesn't take much pains about, 
as we have seen, till it is baked; she brings the 
colour into it only when it receives a permanent 
form. But the Jimestone and flint she paints, in her 
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own way, in their native state: and her object in 
painting them seems to be much the same as in her 
painting of flowers ; to draw us, careless and idle 
human creatures, to watch her a little, and see what 
she is about — that being on the whole good for us, — 
her children. For Nature is always carrying ou 
very strange work with this limestone and flint of 
hers: laying down beds of them at the bottom of 
the sea; building islands out of the sea; filling 
chinks and veins in mountains with curious trea- 
sures; petrifying mosses, and trees, and shells; in 
fact, carrying on all sorts of business, subterranean 
or submarine, which it would be highly desirable 
for us, who profit and live by it, to notice as it 
goes on. And apparently to lead us to do this, she 
makes picture-books for us of limestone and flint; 
and tempts us, like foolish children as we are, to 
read her books by the pretty colours in them. 
The pretty colours in her limestone-books form 
those variegated marbles which all mankind have 
taken delight to polish and build with from the 
beginning of time; and the pretty colours in her 
flint-books form those agates, jaspers, cornelians, 
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bloodstones, onyxes, cairngorms, chrysoprases, which 
men have in like manner taken delight to cut, and 
polish, and make ornaments of, from the beginning of 
time ; and yet, so mnch of babies are they, and so 
fond of looking at the pictures instead of reading 
the book, that I question whether, after six thousand 
years of cutting and polishing, there are above two 
or three people out of any given hundred, who know, 
or care to know, how a bit of agate or a bit of marble 
was made, or painted. 

How it was made, may not be always very easy 
to say; but with what it was painted there is no 
manner of question. All those beautiful violet vein- 
ings and variegations of the marbles of Sicily and 
Spain, the glowing orange and amber colours of 
those of Siena, the deep russet of the Rosso antico, 
and the blood-colour of all the precious jaspers that 
enrich the temples of Italy ; and, finally, all the 
lovely transitions of tint in the pebbles of Scotland 
and the Rhine, which form, though not the most 
precious, by far the most interesting portion of our 
modern jewellers' work ; — all these are painted by 
nature with this one material only, variously pro- 
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portioned and applied — the oxide of iron that stains 
your Tunbridge springs. 

But this is not all, nor the best part of the 
work of iron. Its service in producing these 
beautiful stones is only rendered to rich people, 
who can afford to quarry and polish them. But 
Nature paints for all the world, poor and rich 
together ; and while, therefore, she thus adorns the 
innermost rocks of her hills, to tempt your in- 
vestigation, or indulge your luxury, — she paints, far 
more carefully, the outsides of the hills, which are 
for the eyes of the shepherd and the ploughman. 
I spoke just now of the effect in the roofs of our 
villages of their purple slates ; but if the slates are 
beautiful even in their flat and formal rows on house- 
roofs, much more are they beautiful on the rugged 
crests and flanks of their native mountains. Have 
you ever considered, in speaking as we do so often 
of distant blue hills, what it is that makes them 
blue ? To a certain extent it is distance ; but distance 
alone will not do it. Many hills look white, how- 
ever distant That lovely dark purple colour of our 
"Welsh and Highland hills is owing, not to their dis- 
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tance merely, but to their rocks. Some of their 
rocks are, indeed, too dark to be beautiful, being: 
black or ashy gray ; owing to imperfect and porous 
structure. But when you see this dark colour 
dashed with russet and blue, and coming out in 
masses among the green ferns, so purple that you 
can hardly tell at first whether it is rock or heather, 
then you must thank your old Tunhridge friend, the 
oxide of iron. 

But this is not alL It is necessary for the beauty 
of hill scenery that Nature should colour not only her 
soft rocks, but her hard ones ; and she colours them 
with the same thing, only more beautifnlly. Perhaps 
you have wondered at my use of the word " purple," 
so often of stones ; but the Greeks, and still more 
the Romans, who had profound respect for purple, 
used it of stone long ago. You hare all heard of 
^ porphyry" as among the most precious of the harder 
massive stones. The colour which gave it that 
noble name, as well as that which gives the flush 
to all the rosy granite of Egypt — yes, and to the 
rosiest summits of the Alps themselves — is still owing 
to the same substance — your humble oxide of iron. 
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And last of all : 

A nobler colour than all these — the noblest 
colour ever seen on this earth— one which belongs 
to a strength greater than tha£ of the Egyptian 
granite, and to a beauty greater than that of the 
sunset or the rose — is still mysteriously connected 
with the presence of this dark iron. I believe it 
is not ascertained on what the crimson of blood 
actually depends; but the colour is connected, of 
course, with its vitality, and that vitality with the 
existence of iron as one of its substantial elements. 

Is it not strange to find this stern and strong 
metal mingled so delicately in our human life, that 
we cannot even blush without its help? Think 
of it, my fair and gentle hearers ; how terrible the 
alternative — sometimes you have actually no choice 
but to be brazen-faced, or iron-faced ! 

In this slight review of some of the functions 
of the metal, you observe that I confine myself 
strictly to its operations as a colouring element I 
should only confuse your conception of the facts, if 
I endeavoured to describe its uses as a substantial 
element, either in strengthening rocks, or influencing 
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vegetation by the decomposition of rocks. I have 
not, therefore, even glanced at any of the more 
serious uses of the metal in the economy of nature. 
But what I wish you to carry clearly away with 
you is the remembrance that in all these uses the 
metal would be nothing without the air. The pure 
metal has no power, and never occurs in nature at 
all except in meteoric stones, whose fall no one 
can account for, and which are useless after they 
have fallen : in the necessary work of the world, 
the iron is invariably joined with the oxygen, and 
would be capable of no service or beauty whatever 
without it. 

II. Iron in Art. — Passing, then, from the offices 
of the metal in the operations of nature to its uses 
in the hands of man, you must remember, in the 
outset, that the type which has been thus given 
you, by the lifeless metal, of the action of body 
and soul together, has noble antitype in the opera- 
tion of all human power. All art worthy the name 
is the energy — neither of the human body alone, 
nor of the human soul alone, but of both united, 
one guiding the other: good craftsmanship and 
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work of the fingers, joined with good emotion and 
work of the heart 

There is no good art, nor possible judgment of 
art, when these two are not united; yet we are 
constantly trying to separate them. Our amateurs 
cannot be persuaded but that they may produce 
some kind of art by their fancy or sensibility, 
without going through the necessary manual toil. 
That is entirely hopeless. Without a certain num- 
ber, and that a very great number, of steady acts 
of hand — a practice as careful and constant as would 
be necessary to learn any other manual business — no 
drawing is possible. On the other side, the work- 
man, and those who employ him, are continually 
trying to produce art by trick or habit of fingers, 
without using their fancy or sensibility. That also 
is hopeless. Without mingling of heart-passion with 
hand-power, no aft is possible.* The highest art 
unites both in their intensest degrees : the action of 
the hand at its finest, with that of the heart at its 
fullest 

* No fine art, that ia. See the previous definition of fine art 
at p. 58. 
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Hence it follows that the utmost power of art 
can only be given in a material capable of receiving 
and retaining the influence of the subtlest touch of 
the human hand. That hand is the most perfect 
agent of material power existing in the universe ; 
and its full subtlety can only be shown when 
the material it works on, or with, is entirely 
yielding. The chords of a perfect instrument will 
receive it, but not of an imperfect one; the softly 
bending point of the hair pencil, and soft melting of 
colour, will receive it, but not even the chalk or 
pen point, still less the steel point, chisel, or 
marble. The hand of a sculptor may, indeed, be as 
subtle as that of a painter, but all its subtlety 
is not bestowable nor expressible: the touch of 
Titian, Correggio, or Turner* is a far more 
marvellous piece of nervous action than can be 
shown in anything but colour, or in the very 
highest conditions of executive expression in music. 
In proportion as the material worked upon is less 
delicate, the execution necessarily becomes lower, 
and the art with it. This is one main principle of 
* See Appendix IV. " Subtlety of Hand." 
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all work. Another is, that whatever the material you 
choose to work with, your art is base if it does not 
bring out the distinctive qualities of that material. 

The reason of this second law is, that if you 
don't want the qualities of the substance you use, 
you ought to use some other substance : it can be 
only affectation, and desire to display your skill that 
lead you to employ a refractory substance, and there- 
fore your art will all be base. Glass, for instance, 
is eminently, in its nature, transparent. If you 
don't want transparency, let the glass alone. Do 
not try to make a window look like an opaque 
picture, but take an opaque ground to begin with. 
Again, marble is eminently a solid and massive 
substance. Unless you want mass and solidity, 
don't work in marble. If you wish for lightness, 
take wood; if for freedom, take stucco; if for duc- 
tility, take glass. Don't try to carve feathers, or 
trees, or nets, or foam, out of marble. Carve 
white limbs and broad breasts only out of that. 

So again, iron is eminently a ductile and tena- 
cious substance — tenacious above all things, ductile 
more than most When you want tenacity, there- 
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fore, and involved form, take iron. It is eminently 
made for that. It is the material given to the 
sculptor as the companion of marble, with a mes- 
sage, as plain as it can well be spoken, from the 
lips of the earth-mother, " Here's for you to cut, 
and here's for you to hammer. Shape this, and 
twist that. What is solid and simple, carve out; 
what is thin and entangled, beat out. I give you 
all kinds of forms to be delighted in; — fluttering 
leaves as well as fair bodies; twisted branches as 
well as open brows. The leaf and the branch 
you may beat and drag into their imagery : the body 
and brow you shall reverently touch into their 
imagery. And if you choose rightly and work 
rightly, what you do shall be safe afterwards. 
Your slender leaves shall not break off in my tena- 
cious iron, though they may be rusted a little with 
an iron autumn. Your broad surfaces shall not be 
unsmoothed in my pure crystalline marble — no 
decay shall touch them. But if you carve in the 
marble what will break with a touch, or mould in 
the metal what a stain of rust or verdigris will spoil, 
it is your fault — not mine." 

P 



210 THE WORK OF IRON, [iJSCT. V. 

These are the main principles in this matter; 
which, like nearly all other right principles in art, 
we moderns delight in contradicting as directly and 
specially as may be. We continually look for, and 
praise, in our exhibitions, the sculpture of veils, and 
lace, and thin leaves, and all kinds of impossible 
things pushed as far as possible in the fragile stone, 
for the sake of showing the sculptor's dexterity.* 
On the other hand, we cast our iron into bars — 
brittle, though an inch thick — sharpen them at the 
ends, and consider fences, and other work, made of 
such materials, decorative! I do not believe it 
would be easy to calculate the amount of mischief 
done to our taste in England by that fence iron- 



* I do not mean to attach any degree of blame to the effort 
to represent leafage in marble for certain expressive purposes. 
The later works of Mr. Munro hare depended for some of 
their most tender thoughts on a delicate and skilful use of such 
accessories. And in general, leaf sculpture is good and admirable, 
if it renders, as in Gothic work, the grace and lightness of the 
leaf by the arrangement of light and shadow — supporting the 
masses well by strength of stone below ; but all carving is base 
which proposes to itself slightness as an aim, and tries to imi- 
tate the absolute thinness of thin or slight things, as much 
modern wood-carving does. I saw in Italy, a year or two ago, 
a marble sculpture of birds' nests. 
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work of ours alone. If it were asked of us, by 
a single characteristic, to distinguish ike dwellings 
of a country into two broad sections; and to set, 
on one side, the places where people were,, for the" 
most part, simple, happy, benevolent, and honest ; 
and, on the other side, the places where at least 
a great number of the people were sophisticated, 
unkind, uncomfortable, and unprincipled, there is, 
I think, one feature that yon could fix upon as a 
positive test: the uncomfortable and unprincipled 
parts of a country would be the parts where 
people lived among iron railings, and the com- 
fortable and principled parts where they had none, 
A broad generalization, you will -say! Perhaps a 
little too broad; yet, in all sobriety, it will come 
truer than you think. Consider every other kind of 
fence or defence, and you will find some virtue 
in it ; but in the iron railing none. There 
is, first, your castle rampart of stone — some- 
what too grand to be considered here among 
our types of fencing; next, your garden or park 
wall of brick, which has indeed often an unkind 
look on the outside, but there is more modesty 

P 2 
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in it than unkindness. It generally means, not 
that the builder of it wants to shut you out from 
the view of his garden, but from the view of 
himself: it is a frank statement that as he needs 
a certain portion of time to himself, so he needs a 
certain portion of ground to himself, and must 
not be stared at when he digs there in his shirt- 
sleeves, or plays at leapfrog with his boys from 
school, or talks over old times with his wife, walk- 
ing up and down in the evening sunshine. Besides, 
the brick wall has good practical service in it, 
and shelters you from the east wind, and ripens 
your peaches and nectarines, and glows in autumn 
like a sunny bank. And, moreover, your brick wall, 
if you build it properly, so that it shall stand 
long enough, is a beautiful thing when it is old, 
and has assumed its grave purple red, touched with 
mossy green. 

Next to your lordly wall, in dignity of enclosure, 
comes your close-set wooden paling, which is more 
objectionable, because it commonly means enclosure 
on a larger scale than people want. Still it is 
significative of pleasant parks, and well-kept field 
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walks, and herds of deer, and other such aristo- 
cratic pastoralisms, which have here and there their 
proper place in a country, and may be passed 
without any discredit 

Next to your paling, comes your low stone dyke, 
your mountain fence, indicative at a glance either of 
wild hill country, or of beds of stone beneath the 
soil; the hedge of the mountains — delightful in all 
its associations, and yet more in the varied and 
craggy forms of the loose stones it is built of: 
and next to the low stone wall, your lowland 
hedge, either in trim line of massive green, sug- 
gestive of the pleasances of old Elizabethan houses, 
and smooth alleys for aged feet, and quaint laby- 
rinths for young ones, or else in fair entanglement 
of eglantine and virgin's bower, tossing its scented 
.luxuriance along our country waysides : — how many 
such you have here among your pretty hills, fruit- 
ful with black clusters of the bramble for boys in 
autumn, and crimson hawthorn-berries for birds 
in winter. And then last, and most difficult to 
class among fences, comes your handrail, expres- 
sive of all sorts of things; sometimes having a 
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knowing and vicious look, which it learns at race- 
courses; sometimes an innocent and tender look, 
which it learns at rustic bridges over cressy brooks; 
and sometimes a prudent and protective look, which 
it learns on passes of the Alps, where it has posts 
of granite and bars of pine, and guards the brows 
of cliffs and the banks of torrents. So that in 
all these kinds of defence there is some good, 
pleasant, or noble meaning. But what meaning 
has the iron railing ? Either, observe, that you 
are living in the midst of such bad characters 
that you must keep them out by main force of 
bar, or that you are yourself of a character re- 
quiring to be kept inside in the same manner. 
Your iron railing always means thieves outside, or 
Bedlam inside; — it can mean nothing else than 
that If the people outside were good for any- 
thing, a hint in the way of fence would be 
enough for them; but because they are violent 
and at enmity with you, you are forced to put 
the close bars and the spikes at the top. Last 
summer I was lodging for a little while in a cot- 
tage in the country, and in front of my low window 
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there were, first, some beds of daisies, then a row 
of gooseberry and currant bushes, and then a low 
wall about three feet above the ground, covered 
with stone-cress. Outside, a corn-field, with its 
green ears glistening in the sun, and a field path 
through it, just past the garden gate. From my 
window I could see every peasant of the village 
who passed that way, with basket on arm for 
market, or spade on shoulder for field. When 
I was inclined for society, I could lean over my 
wall, and talk to anybody ; when I was inclined for 
science, I could botanize all along the top of my 
wall — there were four species of stone-cress alone 
growing on it; and when I was inclined for exer- 
cise, I could jump over my wall, backwards and 
forwards. That's the sort of fence to have in a 
Christian country; not a thing which you can't 
walk inside of without making yourself look like a 
wild beast, nor look at out of your window in 
the morning without expecting to see somebody 
impaled upon it in the night 

And yet farther, observe that the iron railing is 
a useless fence — it can shelter nothing, and support 
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nothing; you can't nail your peaches to it, nor 
protect your flowers with it, nor make anything 
whatever out of its costly tyranny; and besides 
being useless, it is an insolent fence; — it says 
plainly to everybody who passes — "You may be 
an honest person, — but, also, you may be a thief: 
honest or not, you shall not get in here, for I am 
a respectable person, and much above you; you 
shall only see what a grand place I have got 
to keep you out of — look here, and depart in 
humiliation.' 5 

This, however, being in the present state of 
civilization a frequent manner of discourse, and 
there being unfortunately many districts where 
the iron railing is unavoidable, it yet remains a 
question whether you need absolutely make it ugly, 
no less than significative of evil. You must have 
railings round your squares in London, and at the 
sides of your areas ; but need you therefore have 
railings so ugly that the constant sight of them is 
enough to neutralise the effect of all the schools of 
art in the kingdom? You need not. Far from 
such necessity, it is even in your power to turn all 
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your police force of iron bars actually into drawing 
masters, and natural historians. Not, of course, 
without some trouble and some expense; you can 
do nothing much worth doing, in this world, with- 
out trouble, you can get nothing much worth 
having, without expense. The main question is 
only — what is worth doing and having : — Consider, 
therefore, if this be not. Here is your iron railing, 
as yet, an uneducated monster ; a sombre seneschal, 
incapable of any words, except his perpetual " Keep 
out!" and " Away with you!" Would it not be 
worth some trouble and cost to turn this ungainly 
ruffian porter into a well-educated servant; who, 
while he was severe as ever in forbidding entrance 
to evilly disposed people, should yet have a kind 
word for well-disposed people, and a pleasant look, 
and a little useful information at his command, 
in case he should be asked a question by the 
passers-by ? 

We have not time to-night to look at many 
examples of ironwork ; and those I happen to have 
by me are not the best : ironwork is not one of my 
special subjects of study ; so that I only have memo- 
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randa of bits that happened to come into picturesque 
subjects which I was drawing for other reasons. 
Besides, external ironwork is more difficult to find 
good than any other sort of ancient art; for when 
it gets rusty and broken, people are sure, if they 
can afford it, to send it to the old iron shop, and 
get a fine new grating instead; and in the great 
cities of Italy, the old iron is thus nearly all gone : 
the best bits I remember in the open air were at 
Brescia ; — fantastic sprays of laurel-like foliage rising 
over the garden gates; and there are a few fine 
fragments at Verona, and some good trellis-work 
enclosing the Scala tombs; but on the whole, the 
most interesting pieces, though by no means the 
purest in style, are to be found in out-of-the-way 
provincial towns, where people do not care, or are 
unable, to make polite alterations. The little town of 
Bellinzona, for instance, on the south of the Alps, 
and that of Sion on the north, have both of them 
complete schools of ironwork in their balconies and 
vineyard gates. That of Bellinzona is the best, 
though not very old — I suppose most of it of the 
seventeenth century; still it is very quaint and 
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beautiful. Here, for example, (see frontispiece,) 
are two balconies, from two different houses; one 
has been a cardinal's, and the hat is the principal 
ornament of the balcony ; its tassels being wrought 
with delightful delicacy and freedom; and catching 
the eye clearly even among the mass of rich wreathed 
leaves. These tassels and strings are precisely the 
kind of subject fit for ironwork — noble in iron- 
work, they would have been entirely ignoble in 
marble, on the grounds above stated. The real 
plant of oleander standing in the window enriches 
the whole group of lines very happily. 

The other balcony, from a very ordinary-looking 
house in the same street, is much more interesting 
in its details. It is shown in the plate as it appeared 
last summer, with convolvulus twined about the bars, 
the arrow-shaped living leaves mingled among the 
leaves of iron; but you may see in the centre of 
these real leaves a cluster of lighter ones, which 
are those of the ironwork itself. This cluster is 
worth giving a little larger to show its treatment. 
Fig. 2 (in Appendix V.) is the front view of it: 
Fig. 4, its profile. It is composed of a large tulip 
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in the centre; then two turkscap lilies; then two 
pinks, a little conventionalized ; then two narcissi ; 
then two nondescripts, or, at least, flowers I do not 
know ; and then two dark buds, and a few leaves. 
I say, dark buds, for all these flowers have been 
coloured in their original state. The plan of the 
group is exceedingly simple : it is all enclosed in a 
pointed arch (Fig, 3, Appendix V.) : the large mass 
of the tulip forming the apex ; a six-foiled star on 
each side; then a jagged star; then a five-foiled star; 
then an unjagged star or rose ; finally a small bud, 
so as to establish relation and cadence through the 
whole group. The profile is very free and fine, and 
the upper bar of the balcony exceedingly beautiful 
in effect; — none the less so on account of the 
marvellously simple means employed. A thin strip 
of iron is bent over a square rod ; out of the edge 
of this strip are cut a series of triangular openings 
— widest at top, leaving projecting teeth of iron 
(Appendix, Fig. 5); then each of these projecting 
pieces gets a little sharp tap with the hammer in 
front, which breaks its edge inwards, tearing it a 
little open at the same time, and the thing is done. 
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The common forms of Swiss ironwork are less 
naturalistic than these Italian balconies, depending 
more on beautiful arrangements of various curve; 
nevertheless, there has been a rich naturalist school 
at Fribourg, where a few bell-handles are still left, 
consisting of rods branched into laurel and other 
leafage. At Geneva, modern improvements have 
left nothing ; but at Annecy, a little good work 
remains ; the balcony of its old h&tel de ville espe- 
cially, with a trout of the lake — presumably the 
town arms — forming its central ornament. 

I might expatiate all night — if you would sit 
and hear me — on the treatment of such required 
subject, or introduction of pleasant caprice by the 
old workmen ; but we have no more time to spare, 
and I must quit this part of our subject — the rather 
as I could not explain to you the intrinsic merit of 
such ironwork without going fully into the theory 
of curvilinear design ; only let me leave with you 
this one distinct assertion — that the quaint beauty 
and character of many natural objects, such as 
intricate branches, grass, foliage (especially thorny 
branches and prickly foliage), as well as that of 
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many animals, plumed, spined, or bristled, is sculp- 
turally expressible in iron only, and in iron 
would be majestic and impressive in the highest 
degree ; and that every piece of metal work 
you use might be, rightly treated, not only a 
superb decoration, but a most valuable abstract 
of portions of natural forms, holding in dignity 
precisely the same relation to the painted represen- 
tation of plants, that a statue does to the painted 
form, of man. It is difficult to give you an idea 
of the grace and interest which the simplest objects 
}x>ssess when their forms are thus abstracted from 
among the surrounding of rich circumstanoe which 
in nature disturbs the feebleness of our attention. 
In Plate 2, facing page 187, a few blades of com- 
mon green grass, and a wild leaf or two — just as 
they were thrown by nature, — are thus abstracted 
from the associated redundance of the forms about 
them, and shown on a dark ground: every cluster 
of herbage would furnish fifty such groups, and 
every such group would work into iron (fitting it, 
of course, rightly to its service) with perfect ease, 
and endless grandeur of result 
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IIL Ibon in Policy. — Having thus obtained some 
idea of the use of iron in art, as dependent on its 
ductility, I need not, certainly, say anything of its 
uses in manufacture and commerce; we all of us 
know enough, — perhaps a little too much — about 
them. So I pass lastly to consider its uses in 
policy; dependent chiefly upon its tenacity — that is 
to say, on its power of bearing a pull, and receiving 
an edge. These powers, which enable it to pierce, 
to bind, and to smite, render it fit for the three 
great instruments, by which its political action may 
be simply typified; namely, the Plough, the Fetter, 
and the Sword. 

On our understanding the right use of these three 
instruments, depend, of course, all our power as 
a nation, and all our happiness as individuals. 

1. The Plough. — I say, first, on our under- 
standing the right use of the {dough, with which, 
in justice to the fairest of our labourers, we must 
always associate that feminine plough — the needle. 
The first requirement for the happiness of a nation is 
that it should understand the function in this world 
of these two great instruments : a happy nation may 
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be defined as one in which the husband's hand is on 
the plough, and the housewife's on the needle ; so 
in due time reaping its golden harvest, and shining 
in golden vesture : and an unhappy nation is 
one which, acknowledging no use of plough nor 
needle, will assuredly at last find its storehouse 
empty in the famine, and its breast naked to the 
cold. 

Perhaps you think this is a mere truism, which 
I am wasting your time in repeating. I wish it were. 

By far the greater part of the suffering and crime 
which exist at this moment in civilized Europe, arises 
simply from people not understanding this truism — 
not knowing that produce or wealth is eternally 
connected by the laws of heaven and earth with 
resolute labour ; but hoping in some way to cheat or 
abrogate this everlasting law of life, and to feed 
where they have not furrowed, and be warm where 
they have not woven. 

I repeat, nearly all our misery and crime result 
from this one misapprehension. The law of nature 
is, that a certain quantity of work is necessary to 
produce a certain quantity of good, of any kind 
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whatever. If you want knowledge, you must toil 
for it : if food, you must toil for it ; and if 
pleasure, you must toil for it. But men do not 
acknowledge this law, or strive to evade it, hoping 
to get their knowledge, and food, and pleasure for 
nothing; and in this effort they either fail of get- 
ting them, and remain ignorant and miserable, or 
they obtain them by making other men work for 
their benefit; and then they are tyrants and rob- 
bers. Yes, and worse than robbers. I am not one 
who in the least doubts or disputes the progress of 
this century in many things useful to mankind ; 
but it seems to me a very dark sign respecting us 
that we look with so much indifference upon dis- 
honesty and cruelty in the pursuit of wealth. In 
the dream of Nebuchadnezzar it was only the feet 
that were part of iron and part of clay ; but many 
of us are now getting so cruel in our avarice, that 
it seems as if, in us, the heart were part of iron, 
part of clay. 

From what I have heard of the inhabitants of. 
this town, I do not doubt but that I may be per- 
mitted to do here what I have found it usually 

Q 
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thought elsewhere highly improper and absurd to 
do, namely, trace a few Bible sentences to their 
practical result 

Tou cannot but have noticed how often in those 
parts of the Bible which are likely to be oftenest 
opened when people look for guidance, comfort, or 
help in the affairs of daily life, namely, the Psalms and 
Proverbs, mention is made of the guilt attaching to the 
Oppression of the poor. Observe ; not the neglect of 
them, but the Oppression of them : the word is as 
frequent as it is strange. You can hardly open either 
of those books, but somewhere in their pages you 
will find a description of the wicked man's attempts 
against the poor: such as — "He doth ravish the poor 
when he getteth him into his net." 

" He sitteth in the lurking places of the villages ; 
his eyes are privily set against the poor." 

"In his pride he doth persecute the poor, and 
blesseth the covetous, whom God abhorreth." 

" His mouth is full of deceit and fraud ; in the 
secret places doth he murder the innocent. Have 
the workers of iniquity no knowledge, who eat up 
ray people as they eat bread? They have drawn 
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out the sword, and bent the bow, to cast down 
the poor and needy." 

"They are corrupt, and speak wickedly con- 
cerning oppression." 

"Pride compasseth them about as a chain, and 
violence as a garment" 

" Their poison is like the poison of a serpent. 
Ye weigh the violence of your hands in the earth." 

Yes: "Ye weigh the violence of your hands:" — 
weigh these words as well. The last things we 
ever usually think of weighing are Bible words. 
We like to dream and dispute over them; but to 
weigh them, and see what their true contents 
are — anything but that. Yet, weigh these; for I 
have purposely taken all these verses, perhaps 
more striking to you read in this connection, than 
separately in their places, out of the Psalms, be- 
cause, for all people belonging to the Established 
Church of this country these Psalms are appointed 
lessons, portioned out to them by their clergy to 
be read once through every month. Presumably, 
therefore, whatever portions of Scripture we may 
pass by or forget, these, at all events, must be 

Q2 
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brought continually to our observance as useful for 
direction of daily life. Now, do we ever ask our- 
selves what the real meaning of these passages may- 
be, and who these wicked people are, who are 
" murdering the innocent ? " You know it is rather 
singular language this! — rather strong language, 
we might, perhaps, call it — hearing it for the first 
time. Murder ! and murder of innocent people ! 
— nay, even a sort of cannibalism. Eating people, 
— yes, and God's people, too — eating My people 
as if they were bread ! swords drawn, bows 
bent, poison of serpents mixed! violence of hands 
weighed, measured, and trafficked with as so much 
coin! where is all this going on? Do you suppose it 
was only going on in the time of David, and that 
nobody but Jews ever murder the poor? If so, it 
would surely be wiser not to mutter and mumble 
for our daily lessons what does not concern us ; but 
if there be any chance that it may concern us, and 
if this description, in the Psalms, of human guilt is 
at all generally applicable, as the descriptions in the 
Psalms of human sorrow are, may it not be advisable 
to know wherein this guilt is being committed round 
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about us, or by ourselves? and when we take the 
words of the Bible into our mouths in a congre- 
gational way, to be sure whether we mean merely 
to chant a piece of melodious poetry relating to 
other people — (we know not exactly to whom) — or 
to assert our belief in facts bearing somewhat 
stringently . on ourselves and our daily business. 
And if you make up your minds to do this 
no longer, and. take pains to examine into the 
matter, you will find that these strange words, oc- 
curring as they do, not in a few places only, but 
almost in every alternate psalm and every alternate 
chapter of proverb, or prophecy, with tremendous 
reiteration, were not written for one nation or one 
time only ; but for all nations and languages, for all 
places and all centuries ; and it is as true of the 
wicked man now as ever it was of Nabal or Dives, 
that " his eyes are set against the poor." 

Set against the poor, mind you. Not merely set 
away from the poor, so as to neglect or lose sight 
of them, but set against, so as to afflict and destroy 
them. This is the main point I want to fix your 
attention upon. You will often hear sermons about 
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neglect or carelessness of the poor* Bat neglect 
and carelessness are not at all the points. The 
Bible hardly ever talks about neglect of the poor. 
It always talks of oppression of the poor — a very 
different matter. It does not merely speak of pass- 
ing by on the other side, and binding np no 
wounds, but of drawing the sword and ourselves 
smiting the men down. It does not charge us 
with being idle in the pest-house, and giving no 
medicine, but with being busy in the pest-house, 
and giving much poison. 

May we not advisedly look into this matter a little, 
even to-night, and ask first, Who are these poor? 

No country is, or ever will be, without them : 
that is to say, without the class which cannot, on the 
average, do more by its labour than provide for its 
subsistence, and which has no accumulations of pro- 
perty laid by on any considerable scale. Now there 
are a certain number of this class whom we cannot 
oppress with much severity. An able-bodied and 
intelligent workman — sober, honest, and industrious, 
will almost always command a fair price for his 
work, and lay by enough in a few years to enable 
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him to hold his own in the labour market. 
Bat all men are not able-bodied, nor intelligent, 
nor industrious; and yon cannot expect them to 
be. Nothing appears to me at once more ludi- 
crous .and more melancholy than the way the 
people of the present age usually talk about the 
morals of labourers. You hardly ever address a 
labouring man upon his prospects in life, without 
quietly assuming that he is to possess, at starting, 
as a small moral capital to begin with, the virtue 
of Socrates, the philosophy of Plato, and the heroism 
of Epaminondas. "Be assured, my good man," — - 
you say to him, — " that if you work steadily for 
ten hours a day all your life long, and if you drink 
nothing but water, or the very mildest beer, and 
live on very plain food, and never lose your tem- 
per, and go to church every Sunday, and always 
remain content in the position in which Providence 
has placed you, and never grumble, nor swear ; and 
always keep your clothes decent, and rise early, and 
use every opportunity of improving yourself, you 
will get on very well, and never come to the parish.' 9 
All this is exceedingly true ; but before giving 
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the advice so confidently, it would be well if we 
sometimes tried it practically ourselves, and spent 
a year or so at some hard manual labour, not of 
an entertaining kind — ploughing or digging, for 
instance, with a very moderate allowance of beer ; 
nothing but bread and cheese for dinner; no papers 
nor muffins in the morning; no sofas nor maga- 
zines at night; one small room for parlour and 
kitchen; and a large family of children always in 
the middle of the floor. If we think we could, 
under these circumstances, enact Socrates or Epami- 
nondas entirely to our own satisfaction, we shall 
be somewhat justified in requiring the same beha- 
viour from our poorer neighbours; but if not, we 
should surely consider a little whether among the 
various forms of the oppression of the poor, we 
may not rank as one of the first and likeliest — 
the oppression of expecting too much from them. 

But let this pass; and let it be admitted that 
we never can be guilty of oppression towards the 
sober, industrious, intelligent, exemplary labourer. 
There will always be in the world some who are 
not altogether intelligent and exemplary ; we shall, 
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I believe, to the end of time find the majority 
somewhat unintelligent, a little inclined to be idle, 
and occasionally, on Saturday night, drunk; we 
must even be prepared to hear of reprobates who 
like skittles on Sunday morning better than prayers ; 
and of unnatural parents who send their children 
out to beg instead of to go to school. 

Now these are the kind of people whom you can 
oppress, and whom you do oppress, and that to 
purpose, — and with all the more cruelty and the 
greater sting, because it is just their own fault 
that puts them into your power. You know the 
words about wicked people are, " He doth ravish 
the poor when he getteth him into his net." This 
getting into the net is constantly the fault or folly 
of the sufferer — his own heedlessness or his own 
indolence; but after he is once in the net, the 
oppression of him, and making the most of his dis- 
tress, are ours. The nets which we use against the 
poor are just those worldly embarrassments which 
either their ignorance or their improvidence are almost 
certain at some time or other to bring them into; 
then, just at the time when we ought to hasten to 



234 THB WORK OF IRON, [UBCT. T. 

help diem, and disentangle them, and teach them 
how to manage better in future, we rush forward 
to pillage them, and force all we can out of them 
in their adversity. For, to take one instance only, 
remember this is literally and simply what we do, 
whenever we buy, or try to buy, cheap goods— * 
goods offered at a price which we know cannot 
be remunerative for the labour involved in them. 
Whenever we buy such goods, remember we are 
stealing somebody's labour. Don't let us mince 
the matter. I say, in plain Saxon, STEAXraa — 
taking from him the proper reward of his work, 
and putting it into our own pocket. You know 
well enough that the thing could not have been 
offered you at that price, unless distress of some 
kind had forced the producer to part with it. You 
take advantage of this distress, and you force as 
much out of him as you can under the circum- 
stances. The old barons of the middle ages used, in 
general, the thumbscrew to extort property ; we 
moderns use, in preference, hunger, or domestic 
affliction : but the fact of extortion remains pre± 
cisely the same. Whether we force the man's 
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property from him by pinching his stomach, or 
pinching his fingers, makes some difference ana- 
tomically; — morally, none whatsoever: we use a 
form of torture of some sort in order to makfc 
him give up his property; we use, indeed, the 
man's own anxieties, instead of the rack; and his 
immediate peril of starvation, instead of the pistol 
at the head ; but otherwise we differ from Front 
de Boeuf, or Dick Turpin, merely in being less 
dexterous, more cowardly, and more cruel. More 
cruel, I say, because the fierce baron and the 
redoubted highwayman are reported to have robbed, 
at least by preference, only the rich; we steal 
habitually from the poor. We buy our liveries, 
and gild our prayer-books, with pilfered pence out 
of children's and sick men's wages, and thus inge- 
niously dispose a given quantity of Theft, so that 
it may produce the largest possible measure of 
delicately-distributed suffering. 

But this is only one form of common oppression 
of the poor — only one way of taking our hands off 
the plough-handle, and binding another's upon it. 
This first way of doing it is the economical way — 
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the way preferred by prudent and virtuous people, 
The bolder way is the acquisitive way : — the way of 
speculation. You know we are considering at pre- 
sent the various modes in which a nation corrupts 
itself, by not acknowledging the eternal connection 
between its plough and its pleasure ; — by striving to 
get pleasure, without working for it. Well, I say 
the first and commonest way of doing so is to 
try to get the product of other people's work, 
and enjoy it ourselves, by cheapening their labour 
in times of distress ; then the second way is that 
grand one of watching the chances of the market ; 
— the way of speculation. Of course there are 
some speculations that are fair and honest — specu- 
lations made with our own money, and which do not 
involve in their success the loss, by others, of what 
we gain. But generally modern speculation involves 
much risk to others, with chance of profit only to 
ourselves ; even in its best conditions it is merely one 
of the fonns of gambling or treasure-hunting : it 
is either leaving the steady plough and the steady 
pilgrimage of life, to look for silver mines beside 
the way ; or else it is the full stop beside the dic^- 
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tables in Vanity Fair — investing all the thoughts 
and passions of the soul in the fall of the cards, 
and choosing rather the wild accidents of idle for- 
tune than the calm and accumulative rewards of toil. 
And this is destructive enough, at least to our peace 
and virtue. But it is usually destructive of far more 
than our peace, or our virtue. Have you ever 
deliberately set yourselves to imagine and mea- 
sure the suffering, the guilt, and the mortality caused 
necessarily by the failure of any large-dealing mer- 
chant, or largely-branched bank? Take it at the 
lowest possible supposition — count, at the • fewest 
you choose, the families whose means of support 
have been involved in the catastrophe. Then, on the 
morning after the intelligence of ruin, let us go 
forth amongst them in earnest thought ; let us use 
that imagination which we waste so often on fictitious 
sorrow, to measure the stern facts of that multitudi- 
nous distress ; strike open the private doors of their 
chambers, and enter silently into the midst of \he 
domestic . misery ; look upon the old men, who had 
reserved for their failing strength some remainder 
of rest in the evening-tide of life, cast helplessly 
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back into its trouble and tumult; look upon the 
active strength of middle age suddenly blasted into 
incapacity — its hopes crushed, and its hardly-earned 
rewards snatched away in the same instant — at once 
the heart withered, and the right arm snapped ; look 
upon the piteous children, delicately nurtured, whose 
soft eyes, now large with wonder at their parents' 
grief, must soon be set in the dimness of famine; 
and, far more than all this, look forward to the 
length of sorrow beyond — to the hardest labour of 
life, now to be undergone either in all the severity 
of unexpected and inexperienced trial, or else, more 
bitter still, to be begun again, and endured for the 
second time, amidst the ruins of cherished hopes 
and the feebleness of advancing years, embittered 
by the continual sting and taunt of the inner 
feeling that it has all been brought about, not by 
the fair course of appointed circumstance, but by 
miserable chance and wanton treachery; and, last 
of all, look beyond this — to the shattered des- 
tinies of those who have faltered under the trial, 
and sunk past recovery to despair. And than 
consider whether the hand which has poured this 
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poison into all the springs of life be one whit 
less guiltily red with human blood than that 
which literally pours the hemlock into the cup, 
or guides the dagger to the heart? We read 
with horror of the crimes of a Borgia or a 
Tophana ; but there never lived Borgias such as 
live now in the midst of us. The cruel lady of 
Ferrara slew only in the strength of passion — she 
slew only a few, those who thwarted her purposes 
or who vexed her soul; she slew sharply and sud- 
denly, embittering the fete of her victims with no 
foretastes of destruction, no prolongations of pain ; 
and, finally and chiefly, she slew, not without remorse, 
nor without pity. But we, in no storm of passion, 
— in no blindness of wrath, — we, in calm and clear 
and untempted selfishness, pour our poison — not for 
a few only, but for multitudes ; — not for those who 
have wronged us, or resisted, — but for those who 
have trusted us and aided; — we, not with sudden 
gift of merciful and unconscious death, but with 
slow waste of hunger and weary rack of disappoint- 
ment and despair;— we, last and chiefly, do our 
murdering, not with any pauses of pity or scorch- 
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big of conscience, but in facile and forgetful calm 
of mind — and so, forsooth, read day by day, com- 
placently, as if they meant any one else than 
ourselves, the words that for ever describe the 
wicked : " The poison of asps is under their lips, 
and their feet are swift to shed blood." 

You may indeed, perhaps, think there is some 
excuse for many in this matter, just because the 
sin is so unconscious; that the guilt is not so 
great when it is unapprehended, and that it is 
much more pardonable to slay heedlessly than 
purposefully. I believe no feeling can be more 
mistaken, and that in reality, and in the sight of 
heaven, the callous indifference which pursues 
its own interests at any cost of life, though it 
does not definitely adopt the purpose of sin, is a 
state of mind at once more heinous and more 
hopeless than the wildest aberrations of ungo- 
verned passion. There may be, in the last case, 
some elements of good and of redemption still 
mingled in the character ; but, in the other, few or 
none. There may be hope for the man who has 
slain his enemy in anger ; — hope even for the man 
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who has betrayed his friend in fear ; but what hope 
for him who trades in unregarded blood, and builds 
his fortune on unrepented treason? 

But, however this may be, and wherever you 
may think yourselves bound in justice to impute 
the greater sin, be assured that the question is 
one of responsibilities only, not of facts. The 
definite result of all our modern haste to be rich 
is assuredly, and constantly, the murder of a certain 
number of persons by our hands every year. I have 
not time to 20 into the details of another — on the 
whole, the broadest and terriblest way in which we 
cause the destruction of the poor — namely, the way 
of luxury and waste, destroying, in improvidence, 
what might have been the support of thousands;* 

* The analysis of this error will be found completely carried 
out in my lectures on the political economy of art. And it is 
an error worth analyzing ; for until it is finally trodden under 
foot, no healthy political, economical, or moral action is possible 
in any state. I do not say this impetuously or suddenly, for I 
have investigated this subject as deeply, and as long, as my own 
special subject of art ; and the principles of political economy 
which I have stated in those lectures are as sure as the principles 
of Euclid. Foolish readers doubted their certainty, because I told 
them I had " never read any books on Political Economy. " Did 
they suppose I had got my knowledge of art by reading books? 
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i 
| but if you follow out the subject for yourselves 

at home — and what I have endeavoured to lay 
before you to-night will only be useful to you if 
you do-— you will find that wherever and -when- 
ever men are endeavouring to make money hastily, 
and to avoid the labour which Providence has ap- 
}>ointed to be the only source of honourable profit; — 
and also wherever and whenever they permit them- 
selves to ipend it luxwrioualg, without reflecting how 
far they are misguiding the labour of others ; — 
there and then, in either case, they are literally 
and infallibly causing, for their own benefit or their 
own pleasure, a certain annual number of human 
deaths; that, therefore, the choice given to every 
man born into this world is, simply, whether he 
will be a labourer, or an assassin; and that who- 
soever has not his hand on the Stilt of the plough, 
has it on the Hilt of the dagger. 

It would also be quite vain for me to endeavour 
to follow out this evening the lines of thought which 
would be suggested by the other two great poli- 
tical uses of iron in the Fetter and the Sword : a 
few words only I must permit myself respecting both. 
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2. The Fetter, — As the plough is the typical 
instrument of industry, so the fetter is the typical 
instrument of the restraint or subjection necessary 
in a nation— either literally, for its evil-doers, or 
figuratively, in accepted laws, for its wise and good 
men. You have to choose between this figurative 
and literal use ; for depend upon it, the more laws 
you accept, the fewer penalties you will have 
to endure, and the fewer punishments to enforce. 
For wise laws and just restraints are to a noble 
nation not chains, but chain mail — strength and 
defence, though something also of an incumbrance. 
And this necessity of restraint, remember, is just 
as honourable to man as the necessity of labour. 
You hear every day greater numbers of foolish 
people speaking about liberty, as if it were such 
an honourable thing: so far from being that, it 
is, on the whole, and in the broadest sense, dis- 
honourable, and an attribute of the lower crear 
tures. No human being, however great, or powerful, 
was ever so free as a fish. There is always some- 
thing that he must, or must not do ; while the fish 
may do whatever he likes. All the kingdoms of 
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the world put together are not half so large as 
the sea, and all the railroads and wheels that ever 
were, or will be, invented are not so easy as fins. 
You will find, on fairly thinking of it, that it 
is his Restraint which is honourable to man, not 
his Liberty ; and, what is more, it is restraint 
which is honourable even in the lower animals. 
A butterfly is much more free than a bee ; but 
you honour the bee more, just because it is subject 
to certain laws which fit it for orderly function 
in bee society. And throughout the world, of the 
two abstract things, liberty and restraint, restraint 
is always the more honourable. It is true, in- 
deed, that in these and all other matters you 
never can reason finally from the abstraction, for 
both liberty and restraint are good when they are 
nobly chosen, and both are bad when they are 
basely chosen ; but of the two, I repeat, it is re- 
straint which characterizes the higher creature, 
and betters the lower creature: and, from the 
ministering of the archangel to the labour of the 
insect, — from the poising of the planets to the 
gravitation of a grain of dust, — the power and glory 
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of all creatures, and all matter, consist in their* 
obedience, not in their freedom. The Sun has 
no liberty — a dead leaf has much. The dust of 
which you are formed has no liberty. Its liberty 
will come — with its corruption. 

And, therefore, I say boldly, though it seems a 
strange thing to say in England, that as the first 
power of a nation consists in knowing how to guide 
the Plough, its second power consists in knowing 
how to wear the Fetter: — 

3. The Swokd. — And its third power, which per- 
fects it as a nation, consists in knowing how to 
wield the sword, so that the three talismans of 
national existence are expressed in these three 
short words — Labour, Law, and Courage. 

This last virtue we at least possess ; and all 
that is to be alleged against us is that we do not 
honour it enough. I do not mean honour by 
acknowledgment of service, though sometimes we 
are slow in doing even that. But we do not honour 
it enough in consistent regard to the lives and souls 
of our soldiers. How wantonly we have wasted 
their lives you have seen lately in the reports of 
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their mortality by disease, which a little care and 
science might have prevented ; but we regard 
their souls less than their lives, by keeping them 
in ignorance and idleness, and regarding them 
merely as instruments of battle. The argument 
brought forward for the maintenance of a stand- 
ing army usually refers only to expediency in 
the case of unexpected war, whereas, one of the 
chief reasons for the maintenance of an army is the 
advantage of the military system as a method of edu- 
cation. The most fiery and headstrong, who are 
often also the most gifted and generous of your 
youths, have always a tendency both in the lower 
and tipper classes to offer themselves for your sol- 
diers: others, weak and unserviceable in a civil 
capacity, are tempted or entrapped into the army 
in a fortunate hour for them : out of this fiery or 
uncouth material, it is only soldier's discipline which 
can bring the foil value and power. Even at 
present, by mere force of order and authority, the 
army is the salvation of myriads ; and men who, 
under other circumstances, would have sunk into 
lethargy or dissipation, are redeemed into noble lite 
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by a service which at once summons and directs 
their energies. How much more than this military 
education is capable of doing, yon will find only 
when you make it education indeed. We have no 
excuse for leaving our private soldiers at their 
present level of ignorance and want of refinement, 
for we shall invariably find that, both among officers 
and men, the gentlest and best informed are the 
bravest; still less have we excuse for diminishing 
our army, either in the present state of political 
events, or, as I believe, hi any other conjunction of 
them that for many a year will be possible in this 
world. 

You may, perhaps, be surprised at my saying 
this; perhaps surprised at my implying that war 
itself can be right, or necessary, or noble at all. 
Nor do I speak of all war as necessary, nor of all war 
as noble. Both peace and war are noble or ignoble 
according to their kind and occasion. No man has a 
profounder sense of the horror and guilt of ignoble 
war than I have : I have personally seen its effects, 
upon nations, of unmitigated evil, ta soul and body, 
with perhaps as much pity, and as mock bitterness of 
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indignation, as any of those whom you will hear con- 
tinually declaiming in the cause of peace. But 
peace may be sought in two ways. One way is as 
Gideon sought it, when he built his altar in Ophrah, 
naming it, "God send peace," yet sought this 
peace that he loved, as he was ordered to seek it, 
and the peace was sent, in God's way : — " the 
country was in quietness forty years in the days 
of Gideon." And the other way of seeking peace 
is as Menahem sought it, when he gave the King 
of Assyria a thousand talents of silver, that "his 
hand might be with him." That is, you may 
either win your peace, or buy it : — win it, by re- 
sistance to evil; — buy it, by compromise with evil. 
You may buy your peace, with silenced consciences; 
— you may buy it, with broken vows, — buy it, with 
lying words, — buy it, with base connivances, — buy 
it, with the blood of the slain, and the cry of the 
captive, and the silence of lost souls — over hemi- 
spheres of the earth, while you sit smiling at your 
serene hearths, lisping comfortable prayers evening 
and morning, and counting your pretty Protestant 
beads (which are flat, and of gold, instead of round, 
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and of ebony, as the monks' ones were), and so 
mutter continually to yourselves, €t Peace, peace," 
when there is No peace; but only captivity and 
death, for you, as well as for those you leave un- 
saved ; — and yours darker than theirs, 

I cannot utter to you what I would in this matter; 
we all see too dimly, as yet, what our great world- 
duties are, to allow any of us to try to outline 
their enlarging shadows. But think over what I 
have said, and as you return to your quiet homes 
to-night, reflect that their peace was not won for 
you by your own hands ; but by theirs who long 
ago jeoparded their lives for you, their children; 
and remember that neither this inherited peace, 
nor any other, can be kept, but through the same 
jeopardy. No peace was ever won from Fate 
by subterfuge or agreement; no peace is ever 
in store for any of us, but that which we shall 
win by victory over shame or sin; — victory over 
the sin that oppresses, as well as over that which 
corrupts. For many a year to come, the sword 
of every righteous nation must be whetted to save 
or to subdue; nor will it be by patience of others' 
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suffering, but by the offering of your own, that 
yon will ever draw nearer to the tune when the 
great change shall pass upon the iron of the 
earth; — when men shall beat their swords into 
ploughshares, and their spears into praning-hooks ; 
neither shall they learn war any move. 
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RIGHT AND WRONG. 

Readers who are using my "Elements of Drawing" may be 
surprised by my saying here that Tintoret may lead them 
wrong ; while at page 345 of the " Elements," he is one of the 
six men named as being " always right." 

I bring the apparent inconsistency forward at the beginning 
of this Appendix, because the illustration of it will be farther 
useful in showing the real nature of the self-contradiction 
which is often alleged against me by careless readers. 

It is not only possible, but a frequent condition of human 
action, to do right and be right — yet so as to mislead other 
people if they rashly imitate the thing done. For there are 
many rights which are not absolutely, but relatively right — 
right only for that person to do under those circumstances, — 
not for this person to do under other circumstances. 

Thus it stands between Titian and Tintoret. Titian is 
always absolutely Right. You may imitate him with entire 
security that you are doing the best thing that can possibly be 
done for the purpose in hand. Tintoret is always relatively 
Right — relatively to his own aims and peculiar powers. But 
you must quite understand Tintoret before you can be sure 
what his aim was, and why he was then right in doing what 
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would not be right always. I£ however, yon take the pains 
thus to understand him, he becomes entirely instructive and 
exemplary, just as Titian is ; and therefore I have placed him 
among those who are " always right," and you can only study 
him rightly with that reverence for him. 

Then the artists who are named as M admitting question of 
right and wrong,** are those who from some mischance of cir- 
cumstance or shortcoming in their education, do not always do 
right, even with relation to their own aims and powers. 

Take for example the quality of imperfection in drawing 
form. There are many pictures of Tintoret in which the trees 
are drawn with a few curved flourishes of the brush instead of 
leaves. That is (absolutely) wrong. If yon copied the tree as s 
model, you would be going very wrong indeed. But it is rela- 
tively, and for Tintorefs purposes, right. In the nature of the 
superficial work you will find there must have been a cause ht 
it Somebody perhaps wanted the picture in a hurry to fill t 
dark corner. Tintoret good-naturedly did all he could — painted 
the figures tolerably — had five minutes left only for the trees, 
when the servant came. u Let him wait another five minutes." 
And this is the best foliage we can do in the time. Entirely, 
admirably, unsurpassably right, under the conditions, Titian 
would not have worked under them, but Tintoret was kinder 
and humbler ; yet he may lead you wrong if you don't under- 
stand him. Or, perhaps, another day, somebody came in while 
Tintoret was at work, who tormented Tintoret An ignoble 
person ! Titian would have been polite to him, and gone on 
steadily with his trees. Tintoret cannot stand the ignobkneav, 
it is unendurably repulsive and discomfiting to him. "The 
Black Plague take him— and the trees, too! Shall such a 
fellow see me paint !" And the trees go all to pieces. This, in 
you, would be mere ill-breeding and ill-temper. In Tintoret it 
was one of the necessary conditions of his intense sensibility ; 
had he been capable, then, of keeping his temper, he could 
never have done his greatest works. Let the trees go to pieces, 
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by all means; it is quite right they should; he is always 
right. 

But in a background of Gainsborough you would find the 
trees unjustifiably gone to pieces. The carelessness of form 
there is definitely purposed by him ; — adopted as an advisable 
thing ; and therefore it is both absolutely and relatively wrong : 
— it indicates his being imperfectly educated as a painter, and 
not having brought out all his powers. It may still happen 
that the man whose work is thus partially erroneous is greater 
far, than others who have fewer faults. Gainsborough's and 
Reynolds' wrongs are more charming than almost anybody 
else's right. Still, they occasionally are wrong — but the Vene- 
tians and Velasquez,* never. 

I ought, perhaps, to have added in that Manchester ad- 
dress (only one does not like to say things that shock people) 
some words of warning against painters likely to mislead the 
student. For indeed, though here and there something may 
be gained by looking at inferior men, there is always more to 
be gained by looking at the best ; and there is not time, with 
all the looking of human life, to exhaust even one great 
painter's instruction. How then shall we dare to waste our sight 
and thoughts on inferior ones, even if we could do so, which 
we rarely can, without danger of being led astray ? Nay, 
strictly speaking, what people call inferior painters are in 
general no painters. Artists are divided by an impassable gulf 
into the men who can paint, and who cannot. The men who 
can paint often fall short of what they should have done ; — 
are repressed, or defeated, or otherwise rendered inferior one to 
another : still there is an everlasting barrier between them and 
the men who cannot paint — who can only in various popular 
ways pretend to paint. And if once you know the difference, 
there is always some good to be got by looking at a real 

* At least after his style was formed; early pictures, like the 
Adoration of the Magi in our Gallery, are of little value. 
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painter — seldom anything but mischief to be got out of a false 
one ; bnt do not suppose real painters are common. I do 
not speak of living men ; but among those who labour no 
more, in this England of ours, since it first had a school, we 
have had only five real painters; — Reynolds, Gainsborough, 
Hogarth, Richard Wilson, and Turner. 

The reader may, perhaps, think I have forgotten Wilkie. 
No. I once much overrated him as an expressional draughts- 
man, not having then studied the figure long enough to be 
able to detect superficial sentiment. But his colour I have 
never praised ; it is entirely false and valueless. And it would 
be unjust to English art if I did not here express my regret 
that the admiration of Constable, already harmful enough in 
England, is extending even into France. There was, perhaps, 
the making, in Constable, of a second or third-rate painter, if 
any careful discipline had developed in him the instincts which, 
though unparalleled for narrowness, were, as far as they went, 
true. But as it is, he is nothing more than an industrious and 
innocent amateur, blundering his way to a superficial ex- 
pression of one or two popular aspects of common nature. 

And my readers may depend upon it, that all blame which 
I express in this sweeping way is trustworthy. I have often 
had to repent of over-praise of inferior men ; and continually 
to repent of insufficient praise of great men ; but of broad 
condemnation, never. For I do not speak it but after the most 
searching examination of the matter, and under stern sense of 
need for it : so that whenever the reader is entirely shocked 
by what I say, he may be assured every word is true.* It 



* He must, however, be careful to distinguish blame — however 
strongly expressed, of some special fault or error in a true painter, 
— from these general statements of inferiority or worthlessness. 
Thus lie will find me continually laughing at Wilson's tree-paint- 
ing; not because Wilson could not paint, but because he had never 
looked at a tree. 
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is just because it so much offends him, that it was necessary : 
and knowing that it must offend him, I should not have 
ventured to say it, without certainty of its truth. I say 
" certainty," for it is just as possible to be certain whether the 
drawing of a tree or a stone is true or false, as whether the 
drawing of a triangle is*; and what I mean primarily by saying 
that a picture is in all respects worthless, is that it is in all 
respects False : which is not a matter of opinion at all, but 
a matter of ascertainable fact, such as I never assert till I 
have ascertained. And the thing so commonly said about my 
writings, that they are rather persuasive than just ; and that 
though my " language " may be good, I am an unsafe guide in 
art criticism, is, like many other popular estimates in such 
matters, not merely untrue, but precisely the reverse of the 
truth ; it is truth, like reflections in water, distorted much by 
the shaking receptive surface, and in every particular, upside 
down. For my " language," until within the last six or seven 
years, was loose, obscure, and more or less feeble; and still, 
though I have tried hard to mend it, the best I can do is inferior 
to much contemporary work. No description that I have ever 
given of anything is worth four lines of Tennyson ; and in 
serious thought, my half-pages are generally only worth about 
as much as a single sentence either of his, or of Carlyle's. 
They are, I well trust, as true and necessary ; but they are 
neither so concentrated nor so well put. But I am an entirely 
safe guide in art judgment : and that simply as the necessary 
result of my having given the labour of life to the determina- 
tion of facts, rather than to the following of feelings or theories. 
Not, indeed, that my work is free from mistakes ; it admits many, 
and always must admit many, from its scattered range ; but, in 
the long run, it will be found to enter sternly and searchingly 
into the nature of what it deals with, and the kind of mistake it 
admits is never dangerous — consisting, usually, in pressing the 
truth too far. It is quite easy, for instance, to take an acci- 
dental irregularity in a piece of architecture, which less careful 

S 
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examination would never have detected at all, for an inten- 
tional irregularity ; quite possible to misinterpret an obscure 
passage in a picture, which a less earnest observer would never 
have tried to interpret. But mistakes of this kind — honest, 
enthusiastic mistakes — are never harmful; because they are 
always made in a true direction, — falls forward on the road, not 
into the ditch beside it ; and they are sure to be corrected by 
the next comer. But the blunt and dead mistakes made by 
too many other writers on art — the mistakes of sheer inatten- 
tion, and want of sympathy — are mortal. The entire purpose 
of a great thinker may be difficult to fathom, and we may be 
over and over again more or less mistaken in guessing at his 
meaning; but the real, profound, nay, quite bottomless, and 
unredeemable mistake, is the fool's thought — that he had no 
meaning. 

I do not refer, in saying this, to any of my statements 
respecting subjects which it has been my main work to study: 
as far as I am aware, I have never yet misinterpreted any 
picture of Turner's, though often remaining blind to the half 
of what he had intended : neither have I as yet found anything 
to correct in my statements respecting Venetian architecture;* 
but in casual references to what has been quickly seen, it is 
impossible to guard wholly against error, without losing much 
valuable observation, true in ninety-nine cases out of a hundred, 
and harmless even when erroneous. 

* The subtle proportions of the Byzantine Palaces, given in 
precise measurements in the second volume of the "Stones of 
Venice," were alleged by architects to be accidental irregularities. 
They will be found, by every one who will take the pains to 
examine them, most assuredly and indisputably intentional, — and 
not only so, but one of the principal subjects of the designer's 
care. 
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REYNOLDS' DISAPPOINTMENT. 

It is very fortunate that in the fragment of Mason's MSS., 
published lately by Mr. Cotton in his " Sir Joshua Reynolds* 
Notes,"* record is preserved of Sir Joshua's feelings respecting 
the paintings in the window of New College, which might 
otherwise have been supposed to give his fall sanction to this 
mode of painting on glass. Nothing can possibly be more 
curious, to my mind, than the great painter's expectations; 
or his having at all entertained the idea that the qualities of 
colour which are peculiar to opaque bodies rould be obtained in 
a transparent medium ; but so it is : and with the simplicity 
and humbleness of an entirely great man he hopes that Mr. 
Jems on glass is to excel Sir Joshua on canvas. Happily, 
Mason tells us the result. 

"With the copy Jervas made of this picture he was 
grievously disappointed. ( I had frequently,' he said to me, 
' pleased myself by reflecting, after I had produced what I 
thought a brilliant effect of light and shadow on my canvas, 
how greatly that effect would be heightened by the transpa- 
rency which the painting on glass would be sure to produce. 
It turned out quite the reverse.' " 



* Smith, Soho Square, 1859. 
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CLASSICAL AECHITECTUKE. 



Tim passage in the lecture was illustrated by an enlargement 
of the woodcut, fig. 1 ; but I did not choose to disfigure the 




Fig- 1, 

middle of this hook with it. It is copied from the 4!Hli j 
of the third edition of the " Encyclopedia Britannica" (Edin- 
burgh, ]797} T and represents an English farmhouse arranged 
on classical principles. If the reader cares to consult the work 
itself, he will find in the same plate another composition of 
similar propriety, and dignified by the addition of a pediment, 
beneath the shadow of which " a private gentleman who has 
a smalt family may find couYCniency." 
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SUBTLETY OF HAND. 

I ua.d intended in one or other of these lectures to have 
spoken at some length of the quality of refinement in Colour, 
but found the subject would lead me too far. A few words 
are, however, necessary in order to explain some expressions in 
the text. 

" Refinement in colour " is indeed a tautological expression, 
for colour, in the true sense of the word, does not exist until 
it w refined. Dirt exists, — stains exist, — and pigments exist, 
easily enough in all places ; and are laid on easily enough by all 
hands ; but colour exists only where there is tenderness, and 
can be laid on only by a hand which has strong life in it. The 
law concerning colour is very strange, very noble, in some 
sense almost awful. In every given touch laid on canvas, if 
one grain of the colour is inoperative, and does not take its full 
part in producing the hue, the hue will be imperfect. The 
grain of colour which does not work is dead. It infects all 
about it with its death. It must be got quit of, or the touch 
is spoiled. We acknowledge this instinctively in our use of 
the phrases " dead colour," " killed colour," " foul colour." 
Those words are, in some sort, literally true. If more colour 
is put on than is necessary, a heavy touch when a light one 
would have been enough, the quantity of colour that was not 
wanted, and is overlaid by the rest, is as dead, and it pollutes 
the rest. There will be no good in the touch. 

The art of painting, properly so called, consists in laying on 
the least possible colour that will produce the required result, 
and this measurement, in all the ultimate, that is to say, the 
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principal, operations of colouring, is so delicate that not one 
human hand in a million has the required lightness. The final 
touch of any painter properly so named, of Correggio — Titian — 
Turner — or Reynolds — would he always quite invisible to 
any one watching the progress of the work, the films of hue 
being laid thinner than the depths of the grooves in mother- 
of-pearl. The work may be swift, apparently careless, nay, to 
the painter himself almost unconscious. Great painters are so 
organised that they do their best work without effort; but 
analyze the touches afterwards, and you will find the stru ct ure 
and depth of the colour laid mathematically demonstrable to be 
of literally infinite fineness, the last touches passing away at their 
edges by untraceable gradation. The very essence of a master's 
work may thus be removed by a picture-cleaner in ten minutes. 

Observe, however, this thinness exists only in portions of the 
ultimate touches, for which the preparation may often have been 
made with solid colours, commonly, and literally, called " dead 
colouring," but even that is always subtle if a master lays it — 
subtle at least in drawing, if simple in hue ; and farther, ob- 
serve that the refinement of work consists not in laying abso- 
lutely little colour, but in always laying precisely the right 
quantity. To lay on little needs indeed the rare lightness 
of hand ; but to lay much, — yet not one atom too much, and 
obtain subtlety, not by withholding strength, but by precision 
of pause, — that is the master's final sign-manual — power, know- 
ledge, and tenderness all united. A great deal of colour may 
often be wanted ; perhaps quite a mass of it, such as shall 
project from the canvas ; but the real painter lays this mass of 
its required thickness and shape with as much precision as if it 
were a bud of a flower which he had to touch into blossom ; 
one of Turner's loaded fragments of white cloud is modelled 
and gradated in an instant, as if it alone were the subject of 
the picture, when the same quantity of colour, under another 
hand, would be a lifeless lump. 

The following extract from a letter in the Literary Gazette 
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of 13tii November, 1858, which I was obliged to write to 
defend a questioned expression respecting Turner's subtlety of 
hand from a charge of hyperbole, contains some interesting and 
conclusive evidence on the point, though it refers to pencil 
and chalk drawing only : — 

" I. must ask you to allow me yet leave to reply to the objec- 
tions you make to two statements in my catalogue, as those 
objections would otherwise diminish its usefulness. I have 
asserted that, in a given drawing (named as one of the chief in 
the series), Turner's pencil did not move over the thousandth 
of an inch without meaning ; and you charge this expression 
with extravagant hyperbole. On the contrary, it is much within 
the truth, being merely a mathematically accurate description 
of fairly good execution. in either drawing or engraving. It is 
only necessary to measure a piece of any ordinarily good work 
to ascertain this. Take, for instance, Finden's engraving at the 
180th page of Rogers 1 poems ; in which the face of the figure, 
from the chin to the top of the brow, occupies just a quarter 
of an. inch, and the space between the upper lip and chin as 
nearly as possible one-seventeenth of an inch. The whole 
mouth occupies one-third of this space, say one-fiftieth of an 
inch, and within that space both the lips and the much more 
difficult inner corner of the mouth are perfectly drawn and 
founded, with quite successful and sufficiently subtle expression. 
Any artist will assure you that in order to draw a mouth as 
well as this, there must be more than twenty gradations of shade 
in the touches; that is to say, in this case, gradations changing, 
with meaning, within less than the thousandth of an inch. 

"But this is mere child's play compared to the refinement of 
any first-rate mechanical work — much more of brush or pencil 
drawing by a master's hand. In order at once to furnish you 
with authoritative evidence on this point, I wrote to Mr. 
Kingsley, tutor of Sidney- Sussex College, a friend to whom. I 
always have recourse when I want to be precisely right in any 
matter ; for his great knowledge both of mathematics and o 
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natural science is joined, not only with singular powers of 
delicate experimental manipulation, but with a keen sensitive- 
ness to beauty in art His answer, in its final statement 
respecting Turner's work, is amazing even to me, and will, I 
should think, be more so to your readers. Observe the suc- 
cessions of measured and tested refinement : here is No. 1 : — 

"'The finest mechanical work that I know, which is not 
optical, is that done by Nobert in the way of ruling lines. I 
have a series ruled by him on glass, giving actual scales from 
• 000024 and '000016 of an inch, perfectly correct to these 
places of decimals, and he has executed others as fine as 
-000012, though I do not know how far he could repeat these 
last with accuracy.' 

"This is No. 1, of precision. Mr. Kingsley proceeds to 
No. 2 :— 

" 'But this is rude work compared to the accuracy necessary 
for the construction of the object-glass of a microscope such as 
Kosse turns out.' 

" I am sorry to omit the explanation which follows of the 
ten lenses composing such a glass, 'each of which must be 
exact in radius and in surface, and all have their axes coinci- 
dent:' but it would not be intelligible without the figure by 
which it is illustrated ; so I pass to Mr. Kingsley's No. 3 : — 

'"I am tolerably familiar,' he proceeds, ( with the actual 
grinding and polishing of lenses and specula, and have pro- 
duced by my own hand some by no means bad optical work, 
and I have copied no small amount of Turner's work, and I 
stUl look with awe at the combined delicacy and precision of his 
hand; it beats optical wobk out of sight. In optical work, 
as in refined drawing, the hand goes beyond the eye, and one 
has to depend upon the feel ; and when one has once learned 
what a delicate affair touch is, one gets a horror of all coarse 
work, and is ready to forgive any amount of feebleness, sooner 
than that boldness which is akin to impudence. In optics the 
distinction is easily seen when the work is put to trial ; but 
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here too, as in drawing, it requires an educated eye to tell the 
difference when the work is only moderately bad ; but with 
"bold" work, nothing can be seen but distortion and fog; and 
I heartily wish the same result would follow the same kind 
of handling in drawing; but here, the boldness cheats the 
unlearned by looking like the precision of the true man. It 
is very strange how much better our ears are than our eyes 
in this country : if an ignorant man were to be " bold" with 
a violin, he would not get many admirers, though his boldness 
was far below that of ninety-nine out of a hundred drawings 
one sees.' 

44 The words which I have put in italics in the above extract 
are those which were surprising to me. I knew that Turner's 
was as refined as any optical work, but had no idea of its going 
beyond it. Mr. Kingsley's word ' awe ' occurring just before, 
is, however, as I have often felt, precisely the right one. When 
once we begin at all to understand the handling of any truly 
great executor, such as that of any of the three great Venetians, 
of Correggio, or Turner, the awe of it is something greater 
than can be felt from the most stupendous natural scenery. 
For the creation of such a system as a high human intelligence, 
endowed with its ineffably perfect instruments of eye and 
hand, is a far more appalling manifestation of Infinite Power, 
than the making either of seas or mountains. 

44 After this testimony to the completion of Turner's work, I 
need not at length defend myself from the charge of hyperbole 
in the statement that, 4 as far as I know, the galleries of 
Europe may be challenged to produce one sketch* that shall 
equal the chalk study No. 45, or the feeblest of the memoranda 

* A sketch, observe, — not a finished drawing. Sketches are 
only proper subjects of comparison with each other when they 
contain about the same quantity of work : the test of their merit 
is the quantity of truth told with a given number of touches. 
The assertion in the Catalogue which this letter was written to 
defend, was made respecting the sketch of Rome, No. 101. 
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in the 71st and following frames ;* which memoranda, however, 
it should hire been observed, are stated at the 44th page to be 
in some respects * the grandest work in grey that he did in 
his life. 1 For I believe that, as manipulators, none bat the 
four men whom I have just named (the three Venetians and 
Correggio) were equal to Turner; and, as far aa I know, none 
of those four ever put their full strength into sketches. But 
whether they did or not, my statement in the catalogue is 
limited by my own knowledge : and, as far as X can trust that 
knowledge, it is not an enthusiastic statement, but an entirely 
calm and considered one. It may be a mistake, but it is not 
a hyperbole." 



APPEXDIX V. 



I can only give, to illustrate this balcony, facsimiles of rough 
memoranda made on a single leaf of my note-book, with t 
tired hand ; but it may be useful to young students to see 
them, in order that they may know the difference between 
notes made to get at the gist and heart of a thing; and notes 
made merely to look neat. Only it must be observed that the 
best characters of free drawing are always lost even in the 
most careful facsimile; and I should not show even these 
slight notes in woodcut imitation, unless the reader had it is 
his power, by a glance at the 21st or 35th plates in Modern 
Painters, (and yet better, by trying to copy a piece of either 
of them,) to ascertain how far I can draw or not. I refer to 
these plates, because, though I distinctly stated in the preface 
that they, together with the 12th, 20th, 34th, and 37th, were 
executed on the steel by my own hand, (the use of the dry 
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point in the foregrounds of the 12th and 21st plates being 
moreover wholly different from the common processes of 
etching,) I find it constantly assumed that they were engraved 
for me — as if direct lying in such matters were a thing of 
quite common usage. 

Fig. 2 is the centre-piece of the balcony, but a leaf-spray 
is omitted on the right-hand side, having been too much buried 
among the real leaves to be drawn. 




Pig. 2. 




Pig. 3. 



Fig. 3 shows the intended general 
effect of its masses, the five-leaved 
and six-leaved flowers being clearly 
distinguishable at any distance. 

Fig. 4 is its profile, rather care- 
fully drawn at the top, to show the 
tulip and turkscap lily leaves. Under- 
neath there is a plate of iron beaten 
into broad thin leaves, which gives 
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the centre of the balcony a gradual sweep outwards, like the 
side of a ship of war. This central profile is of the greatest im- 




Fig. 4. 
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portancc in iron-work, as the flow of it affects the curves ot 
the whole design, not merely in surface, as in marble carving, 
but in their intersections, when the side is seen through the 
front. The lighter leaves, b &, are real bindweed. 

Fig. 5 shows two of the teeth of 
the border, illustrating their irre- 
gularity of form, which takes place 
quite to the extent indicated. 

Fig. 6 is the border at the side 
of the balcony, showing the most 
interesting circumstance in the 
treatment of the whole, namely, the enlargement and retraction 
of the teeth of the cornice, as it approaches the wall. This 



i&s&r 



Fig. 5. 




Fig. 6. 

treatment of the whole cornice as a kind of wreath round the 
balcony, having its leaves flung loose at the back, and set close 
at the front, as a girl would throw a wreath of leaves round her 
hair, is precisely the most finished indication of a good work- 
man's mind to be found in the whole thing. 
Fig. 7 shows the outline of the retracted leaves accurately. 




Fig. 7. 
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It was noted in the text that the whole of this ironwork had 
been coloured. The difficulty of colouring ironwork rightly, 
and the necessity of doing it in some way or other, have beat 
the principal reasons for my never haying entered heartfy 
into this subject ; for all the ironwork I have ever seen look 
beautiful was rusty, and rusty iron will not answer modern pur- 
poses. Nevertheless it may be painted ; but it needs some one 
to do it who knows what painting means, and few of us do- 
certainly none, as yet, of our restorers of decoration oar writers 
on colour. 

It is a marvellous thing to me that book after book should 
appear on this last subject, without apparently the slightest 
consciousness on the part of the writers that the first necessity 
of beauty in colour is gradation, as the first necessity of beauty 
in line is curvature,— or that the second necessity in colour is 
mystery or subtlety, as the second necessity in line is softness. 
Colour ungradated is wholly valueless; colour unmysterious 
is wholly barbarous. Unless it loses itself and melts away 
towards other colours, as a true line loses itself and melts away 
towards other lines, colour has no proper existence, in the noble 
sense of the word. What a cube, or tetrahedron, is to organic 
form, ungradated and unconfused colour is to organic colour; 
and a person who attempts to arrange colour harmonies with- 
out gradation of tint is in precisely the same category, as an 
artist who should try to compose a beautiful picture out of an 
accumulation of cubes and parallelopipeds. 

The value of hue in all illuminations on painted glass of fine 
periods depends primarily on the expedients used to make the 
colours palpitate and fluctuate ; inequality of brilliancy being 
the condition of brilliancy, just as inequality of accent is the 
condition of power and loveliness in sound. The skill with 
which the thirteenth century illuminators in books, and the 
Indians in shawls and carpets, use the minutest atoms of colour 
to gradate other colours, and confuse the eye, is the first secret 
in their gift of splendour : associated, however, with so many 
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other artifices which are quite instinctive and unteachable, that 
it is of little use to dwell upon them. Delicacy of organiza- 
tion in the designer given, you will soon have all, and without 
it, nothing. However, not to close my book with desponding 
words, let me set down, as many of us like such things, five 
Laws to which there is no exception whatever, and which, if 
they can enable no one to produce good colour, are at least, as 
far as they reach, accurately condemnatory of bad colour. 

1. All good colour is gradated. A blush rose (or, better 
still, a blush itself,) is the type of Tightness in arrangement of 
pure hue. 

2. At,t, harmonies of colour depend for their vitality 
on the action and helpful operation of evert particle 
of colour they contain. 

3. The final particles of colour necessaW to the 
completeness of a colour harmony are always infinitely 
small ; either laid by immeasurably subtle touches of the pencil, 
or produced by portions of the colouring substance, however 
distributed, which are so absolutely small as to become at the 
intended distance infinitely so to the eye. 

4. No COLOUR HARMONY IS OF HIGH ORDER UNLESS IT 

involves indescribable tints. It is the best possible sign 
of a colour when nobody who sees it knows what to call it, 
or how to give an idea of it to any one else. Even among 
simple hues the most valuable are those which cannot be 
defined; the most precious purples will look brown beside 
pure purple, and purple beside pure brown; and the most 
precious greens will be called blue if seen beside pure green, 
and green if seen beside pure blue. 

5. The finer the eye for colour, the less it will 
require to gratify it intensely. But that little must be 
supremely good and pure, as the finest notes of a great singer, 
which are so near to silence. And a great colourist will make 
even the absence of colour lovely, as the fading of the perfect 
voice. makes silence sacred. 
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ing* are the most &iniih\ exhauatleaa, and satis- 
factory form or religious teach lug whkli the 
nineteen tli century hat riven— the moat wise, 
BUfgeattvc, and practical/'— AW ;<r Joy Ilccietf, 

"There mnitbeHKTent and true heart-, win re 
there la a pTeut andtrae prcachftr. And In that, 
hey on d rvtry thine; else, luy the secret of Mr. 
Robert i «in'» influence, Ilia aermona show erl« 
dence enough of acute logical power. His analysis 
It ajtoulaite in 1t« aubtlcnesn mid delicacy. He ha« 
a clear* penetratitc intellect, which carries light 

S1L it Into the thickest darkness. But what wo 
»1 moat in lii m la not this. It is that a hruUier 
man In speaking toua aa brolhrr mm ; that we are 
listening not to the measured words or a calm 
cool thinker, hut to the paaalonate deep*touea 
voice uf an earnest human touL"— Edinburgh 
Christian Muyazine, 

"These aermona are full of thought an dbe&tttf* 
There la not a sermon In the series that does not 
furnish evidence of originality without cxtrara- 



"Tlir-ir are very remarkahta compaaiUeaa 1> 
Ih-unihts are often ^ cry striking and antNf <■ 
of the track of ordinary sermonising."— o'«sr£A 



Lectures and Addresses on Literary and Swd 
Topic*. By the late Key. Fred. W. Roberts 
Brighton. 

Post Bva t price 7s. GtL thth. 

" They throw acme new light on tlie e»aar 
tio ii of Robertayn'a mlrid + and on 



*' Theae lectures and atiureases are marked hj i 
the SWBf t|[inlitiea that made the author's nt:r- I 
mens so justly and so widely popular. They ! 
m run ft! hi the same, earnest, liberal spirit, the < 
ardent, lure of troth, the lucid einmicujee.th^ wide 
sympHiiiy, nn.J siiitfli-ueas of purpoae,"— JLiit -mry 
Gazette, 

" We value tWi vnlnme for Us frankness and 
earnest nesst" "— Qfit ie r 



tutinnnl Prerr. 



Mt Is In paper* nurh as these that',, 
Rohertapn makes the world hia dehtnr/ J -Ctais> 



■ ImtbeM addrefiBeii w# are gladdened ur^ 
llhprrtllrjf of view and range ofaT mimths Wtt 
ctpresaed."- J Chi[7j/ TetevrE&h vm,p,B ' " 



Gunnery in 1858: a Treatise on Rifles, Cannon 
and Sporting Arms. By William Greener. Au^ 



« The GunJ 

Demy 8w, with Illustrations, price \4s. t cloth 

* P A very comprehensive work. Those who 
peruse. Ii wflj know* almost all, If nut all. that 
houks trtii twirli tlirrti or miius find nunnery."— 
ATawf ami Atilitwp Outltte. 

* f A meet valnaWo work at Lhla partleulftr did- 
nient/'— Ofj» , 



"We can confidently recommend this hook of 
ai«BHcry t oot only tu the profesaiona! etuuent., 
u to tue spurt small t " r — Au vnl and Military 
Herald* 

"Mr. Greenor> treatise i» ■uggeBtlve r amplf, 
ami Hrihwrttr, and deals with the entire Qutguct 
ay a temat loaliy .' '— A tAewsum. 

"ik of great precUoal valuo. which hidj? 
-(and. for many years to come, the ehier 
i J authority ou the aunlwW 1 -^ Jiilitanu 

4 



"A comprehanilve dis mortal ion 
in Ion, and fun or « 
pear to ua well worthy ;i r t ■ 

"Wa atrenuously recommend t 
gttnamltht to 

liiiitiihie practical obaervatiQua, 4 
f/racn. 

"There is no man who la « canaU* of taaaaV 
of theu mattan as Mr. Qr^n^^S^ 
of opinion neon all queationa 
Gunnery la not to he queatiODOdL 1 



-,■■■' 



-O^t : 



r, 
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NEW PUBLICATIONS— continued. 

Phantasies; a Faerie Romance for Men and 
Women* By George MacDgnale, Author of (t Within 
and Without" iw s^, price ids, 6U doth. 



is. in scuno respects, original ; 
_in{[ with which ft can be fai " " 
compared. It must' be road, and re-read. 



" 4 Phantasies 
we know or nutbinj 



f can be fairly 
_. There 
is an Imlf^L'ihiLblr, nameless grace in the mixture 
of deep thought and bright cultured fancy which 
pervades the whole."— Globe. 

** ' Phsutastes' will be read for it* story— far Its 
hiddmi meaning and solemn teaching/*— Few 
i^H'tfterljf. 

"The work is ono which, will farm a sourc&of 
agreeable reading to many, It la replete with 



w!M imagery, atmmge nights of rancy, and bean* 

tiful descriptions of nature."— Daily Telegraph. 

" Not without fine fancy considerable inveutW. 

and an occasional vein or real pontic feeliu i?."— 

"The whole book Is instinct with poetry , with 
d&llc&te perception of the hidden emotions of the 
soul, with thought, nnd with ideal troth* The 
story is in fact a parable— an allegory of hum mi 
life, its temptations and Its sorrows/'— Literary 
Gvcttte. 



The Education of ike Human Race. 

first Translated from the German of Lessisg. 
Pcap, 80a, antique cloth, price 4a, 
%* This remarkable work is now first published in English, 



Now 



"An agreeable and flowing translation of one 
of Leasing finest Essays.*'— National Review* 

"The Essay makes quite a gem in Its English 
form,"— Wettnintter Review. 



"This invaluable tract,"— Oi^fc. 

" A little book on a great subject, and one which, 
In its day, exerted no slight iulluonee upon Euro- 
pean thought,"— Inquirer* 



Homely Ballads for the Working 

Fireside. By Mary Sewell. 

Seventh Thousand. Post 8t?a, cloth, One Shilling. 



31an's 



" There isareal homeb" flavour abmt tlicm, and 
Bon*."— if (entry Gazette. they contain sound and wholesome lessons."'- 

' Simple |i'n.-turi h well suited to the taste of the Critic* 



* Very wood verses convoying very useful lea- 
- Ctewra— 

_,_nplflpoe] 

classes for whom they are written,"— Globe. 



The Endowed Schools of Ireland- By Harriet 

MAE.TINEAU. 8tw, 3a Gd. t cloth, board*. 

'* The friends of education will do well to possess themselves of this hook,"— Spectator. 



Esmond, By W. M. Thackeray, Esq. 

A New Edition, beinij the 77«W T in One Volume, Crown duo, price Gtf, eloth. 



" Apart from its special merit! ' BraunUl * must 
be readjust now a? an Introduction to " rue Ylr- 
K Lnian*/ 1 1 in n n i I r I mpaisible fully to understand 
arul unjoy the loiter story without a kn«wled<e 
of * Esmond/ The new tile is in the *n i 
sense the «eqnel of the old, not only Introducing 
the same characters, hut continuing their history 
at a later period/'— Leader* 

"The huok hue the fcreafc charm of reality* 
* colonel writes his Ufa— am 
' it is-just m a Queen 
might 1h? supposed In ]i>- 
Mr. Thackeray has selected for his hero a very 

■flier softening into i 
mi' iii" I'ijiiifenth century, *nd for his nervine, 
one of the sweetest wijiflnn that ever breathed 
from canvas or from book since Hoduelle painted 
and Shakespeare wrote,"— Speetater, 

"The uitcmt of 'Esmond' Is In the main 
nurely human interest ; the heart <»flhe ntory has 
been the Brit object of consideration. It is more 
than anything s family story. The pleasure comes 
In? development and display of character." 
—D&itp AV*t, 

"Once more we feel tltat wo have before as m 
masculine and thoroughly English writer, uniting 



the power of subtle analysis, 



with a strong 
~ eloquence 



■a and a moving ela'i ut__ 

In richness and harmony* 
' Esmond * must be read, not for its characters, 
hut fay its romantic plot, 1t« spirited grouping, 
and It* mnnv thrilling utterances of the nnguish 
of the human heart. —j€^Ar?itrum, 

"Thin is tint best work or its kind that has been 
published for many years. A» ft picture of ilia 
soeisl life nnd manners of English society in the 
reign of Queen Anne. It must long remain un* 
rivalled."— Ada*. 

" There is a hisTu**' literary power, and a s 
and inirr humanity in this work than in any vt 
it» author's former productiuns," - Fnwer'i 

"The story of the novel is Ingenious, and very 
clegantlv constructed, and carHsd onward so as 
to gratify constant curiosity until the end."— 
JTJilsiiasr, 

"As a work of art— In thouftbt— In harmony— 
In tlnlBh— * Esmond ' ranks sreatiy ibove any- 
thin* whleh Mr, Thackeray has yet produced.."-*- 
BriiUh Quarterly. 

a 



WOEKS PUBLISHED IBT 



NEW WORKS ON INDIA AND THE EAST. 



N 

Dedicated by permission to tine Ricjht Han* Lord Stanley, Secretary of State 

for India, 

Indian Scenes and Characters^ /retched 

from Life. By Prince Alexis Solttkoff. 

Sixteen Plates in Tinted £i/4f fflra tg Ay, with Better ipt km x. Edited by 
Jftfo II Eastmick, Esq, F.R.S, Colombier Folio* 
Half abound in Morocco, F tints t 3/, 3*.; Froofi (ottty 50 copies printed), 






Pei^sonal Advetttures flaring the Indian Pebel 

lion; in Rohitcuml, Futieghur 3 and Oude* By W, 
Edwabds, Esq,, B.C. S, 

Fourth Edition, Poet Svo f price Ga\ cloth. 



"for torirhlnsr incidents, hair-breadth 'wurti, 
and the [latho* of suffering almost toctejilMfr. 
there has appeared nothing hUi- t!iia Little book of 
personal advemutv*, For the lint line we seem 
■ licttons which 
Ituve hcralieu our unhappy countrymen in the 
Kast T L ! ima come* bef< ,rn ub, jiml \v« 

are by turns bewildered with horror, aiunK to 



>rr with simplicity t=J 



we ji.i'. e S n ■■'. i us cri dssvtssj • 
been equalled, hut never snrpw 
adventures, which no effort i»f 
i surpass, will flnd & s.> • 



may have ( 
hem rml I 
lentil' ui 



■•motion. He It'll* hie *toi_ 
miutklimsA. ami it bears thn imr>re«i of — 
earnest niid unnfloctf.il revcrcnee to the will i&i 
hand or God. which was i i 

i brave hi^art ■:,'>— f^^ArtfitfiL 

'■■i r. Ed wnTds-B TUfhwiw^* 

.'est | it telle many ttouiii- 

• ,i nlso exhibits n man patient umssraf* 

verafcy. ami tooting to tn<» iiod und Fsfcieref » 

al! fur guidance and iiiMwrt.^- JSMeeffc Jim* 

Jn-li.i i his >h ..me or thu most lntereatlni «« 

1"i.''l,i;. ,'.'' !J f i • •■' r. 

Le bunk/'— .V.'rrtoiuil EMM. 
• \ resy touching narmtivn/*— £#£_<?. 
" No stfooju i yf jt can do it *— 



"Mr. ftd wards'* narrative is one or the moat 

eply liiif!iv*ii!iK ppi unties of n story t>f which 

the least striking portions cannot he read without 

The Chaplains Narrative of the Siege 
Delhi. By the Rev. X E, W. Rqtton, Chaplain to 
the Delhi Field Force. 

Post Bvo, with a Plan of the City and Siege Works, price 10*, 6d. clotk 
" Mr. ttot-ton's Work com mend a itself ton* as a An earnest record by & Chiivtisyn miuUUr i 

cleer, Hiir^Hic^. iithI tin^l instructive narrative *.<t si Liner hcctics which m 

thesie*. at UeJhi-"— Observer. uniierobsr-n irlun/^Li/es-a*-- ' 

A simple and touching Ntntrnwiif, which lifiarn 
Wie itnpreae of truth tnijvcrj' word. It Lrm ilift 
advnnta^t! over the accoHJits wbkJi hdve jretheeti 
tmbuahed t that li supplies some of thu*e imrinifl 



- - ..^ippii 
anecdotes end mbiute rt^-iaUa which bring the 
eviMita home to (he ihii.i- r^uunljji^."— AtJtenmnn. 

M4 TheChapla1ir« Narrate. 
ita pictures of men in amoral and rellgloa* aeneet, 
liunnn the prugrcM of a hum-, 
when suddenly stricken down by the enemy or 
disease. "— St< ecta tor. 

"A plain n n raruished reecnl or what came 
nndcr a Field Chn. plain's dnilv ohnrrattonn. Our i 

1 ii a a Ulcere, hardworktnic, and wu^nm* I are 
minded! man, anJ hi* work wblhymoPiit ftcceprahla ' Sjeei 
to the nrteuds and rfelriUrjn* of ibt» many L'tuisujin i 



rrtf „, 

/"The speciality of Mr. Kot'tori'w nnrratlTe«i< 
si«ts In his testimony, not to the rHaleas ratav 



ttmony 

of our n-rn when actually under Are- «f (**t s* 
hurdly rr(|nire to be remlDdctl ; but in nttessr 
mtmiirati.ii of their steady constancy *M v 
ilunimc under prl\Mition T uud 
Tciixionv earnestness which liJikw Inrplrea 
in the field, and resignation cm the ~ 



B] B 



A close record of the event* . 
i witness,' 



The military t 

k anri : 

li.ll'. ■;■■••; vi'r- 



J whose fate U teUs. &uU ta uU-.-se later 
__ i it sondes, 1 *— •Idi-'f 
"A hook which has value as a careful narrnt St o 
by an eye wltuais of one of the most ttlrriux 
episode* uf the Indian eainr ntwn, and interest a« 



sssmJss\ 

a large number vt 



hkU edu 
elasses,"— Glofo 

iJi*ry opcratiou ivhicn i iif^^^^H 




By FiiEjDEiticE: H. Cooro, 



The Crisis in the Punjab 
Esq., C-S.j Uraritsir. 

Post Svo, with Xffip, price U. 6f/ T cloth, 
"'The hook is full of ten-tliSo interest. T3ie nar- , "One rjf the mn*t »ntere»ti*i«»^i 
ratlvo Is written with viffuur sJitl earnealimas, wbiuli have mh-lhu out or ttiL 
and Is full of th« most tragic intercut ;■— \ iii u u e . ' MV " m tnfl 

Mivntttn f#f r \ 

6 
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NEW WORKS ON INDIA AND THE EAST— 

Continued. 

Eight Months* Campaign against the Bengal 

Sepoys^ during the Mutiny, 1857. By Colonel Geobqe 
Bqurceier, C.B., Bengal Horse Artillery. 

With Flans. Post 8tt0j price 7 s. Cd. cloth. 



"CoL Bourchier has given n right manly, fm'r. 
mid forcible statement of I'v^m*, 
win derive much pleasure anil last melton from 
hi* pages,"— Athemfvm. 

"Col, Bourobiur describes The various opera- 
l knua with a modeat forgetfuluess of self. <v* 
rand as rare a* the clear ma Iv style iu 
v »j*rt ft. 



pleasing and 

which they are unrralwL"— Literar/f One ft ft. 
" CoL Bottrcnter relate* UUt adventure* in a I 
and graceful manner , n*r*r a/lvl ag an undue jro- 



mlne ner tt] his own nctlimn, nml never withholding 
pmi*e i . nt (IviHU irf o! hera. '—Qritic. 

"Nona who really den inn to Iwi oaorc] than very 
■MpatAeaaUj aoqwifnlcd with the plan and mre- 
;i ■■-- : ' i- i i. : inaa aonaUer their ■tnntan 
ooandeto until Uhv have raad CoL BourObler. The- 
nicely engraved plans from lb* Coloner* o«d 
akatebea confer additional value mvjn his contri- 
bution to the literal tire of the Indian war/ 1 — 



Narrative of the 31ission from the Governor- 
General of India lo the Court of Ava in 1855, With 
Notices of the Country, Government, and People. By 
Captain Hekkt Yule, Bengal Engineers, 

Imperial Svo r wtth 24 Plates (12 cofourcd), 50 Woodcuts t and 4 Maps, Elegantly 
humid fa £&{&, iMaft j/iVf edges, price 21, 1 2a, 6d. 



W A stalely volume in gorgeous golden cot era, 
_ joh ii book la In our times a rarity. Large, 
univalve, and beautiful In itself, it i» ill «i*t rated 



Bon ii 



by a sprinkling of elegant- wuodculs. and by a 
Aeries of admirnhlc timed Httios-raph*, . « . , 
lie hav« road ii with curiosity and grnT ideation, 
aa a fresh, full, and lumiuoua rai 
coadiliou of one of the most interesting divisions 
- 1 iik htyogd liinn fflmfjii " ifir eM, 

"Captain Yule hoe brought tu bis iiBrraiiiea 
knowledge of many thing* h which is the main 
help to obiierviiiiuii + Be has a taste iu urclii- 
teetur*, art, and the cognate eeirnuiti, n* wait jvh 
much information on the* history an>l rullgionof 
toe Burmese* ♦ . » His dt-ncrH'tiun 0/ theac 



thluga+eapcciallycif the uLitiquitli-n, are not only 

curluu* in thoitii'elve*, hut fur Kid speculations 

. "ii up at to origin of the Burmese *ty1e. 

nun the- tpiendour of the empire, centuries Ago," — 

"fiipiiiin Yule, I n tii preparation 
vein me before 11 » H has < 1 

of those u Ii" pim-«>:-iIH him, T'mll who are desirous 
urpouoMlng the he«t and fullest aaaam 
Km over been Ri**n lo the pubiie, of a gi n 
hitherto Uule known reifiou at 

1 :ns eo«uiciftijtluiu t ami weN-wii«. ii'ti wark 
tjf Captaiu Yule will have a dop|< i^itcrcMi. while 
- omiat, WMiraplier, ami iflf.r* 
ipft ii wwLa.*— JScawrtmr* 



to tbf , 

chant ft wUlirt India! 



TAfi Autobiography of LiitfuUah, a Mohame- 

i Jan Gen t U m a n, 10 itk a n A c count of ft is Vis it to England* 
Edited by E. B. Eastwick, Esq. 

Third Edition, Small Post 8tv>. Price 5,« + cloth. 



"TUanlc yoti* Wnnahi Lntfullah Khan! We | 
hnf« rriul your bonk with w».i rider and • 
Yinrr advantu»« are inorp enrioit* than you are 
ciware, . . . Bat your b»< nlkuii; 

r-jrilc g**noincnf!<9. . . + Thialotywll' 
ila urKrfte. (4 some tort of underataodlngof ihe 
Indian insurrection. The adventures of Munbhi 
LutfuUahf however atranze, are of leaa lutereat 
than hla viewa and opinion a. The ttmt t&Un uh 
chiedy or un SiidivtiLnni, ihr- uthera fnaant 10 na 
n raoe. Pr«re*»<tr ^nat-wick boa d 
terriee In tniLklujj known tliia valuable volume."— 

" Uead fifty volume* of t r*vi( h rind a thousand 
imlUtiona of the Oriental novel, wid joit will m>t 
get the Qaronr *>f Eaaturn Life and - 
■ell of ila romance, to perfectly ai iu Lut nil I ah'* 
hook. The book, to be appreciated , innat he read 
from theflratiathelafct jtaife/'— Lwuttr. 

"Tlila la a remarkahlu lKM>l( r Wp liavn auto- 
MoRraphifwin abunrfanceof huirltKhiiieii I 
man, and anrmnn* - M hui of AjriakLet mul lialtoma- 
tjinB fuw or none. , t . At tho nut^blovraphy 



1 Tlu»i ii Ihe rrtuheet und ino«t oriKluiil 

j u fur 

icoof iM.'tmc a [!i'"-t ^ouiiiiie 

somat or n>«>fie«linKa and ih.lTijf*or tlte author. 

liotdi. the turn of crer^ 

■lie aaaociation of idean, the allnaiona, 

* "1 meatier ; it open* op a 

'1 find 



of n Mnrv'iiirhm 
i [Urn •ling. A 

nrltttetg <if . .iir 1 



raitlhi. it is in vl-i-ir i 



ofrnlarly 
eye- 



memorkala on the aamaauhjectaF"— titdndurj 



new v.- 1 will be itttoniiitiM to i 

1 vein it I*. I. LifiitLaliiaby no mean* an 

. . . . EvetTtliiUg 

- 1 ■ • m 1 1 j give n« aright undaratandlug 

•1 ■ < f onr Indian aoi^eetH la of ini* 

: in bale Ii*; r LmfuDnh'a 

raanf uo ieaataiuahletlian entertaining. 



It given, too/ a fuw iuiiieathnta of the character 
we tear in the ere* of the naUres."— "'" 

"Thii veritahleautobiograpiiT, rifjk.il 
tn re of the Life and Adventure of tit 



JftjpMoaitfic. 

Ellll- 
MlTh 



those of the Throe Calendars, 

Vk ho in nitrniled in tin* proarnt atnlo Of inrtt iff* 

In Indhi >ltoukl reud LntftLllab'a own aecermt ur 

hioin^if and His peo|iLe, u» well am 1 

aid ieneral feeling towsrda the FeriimwaV— 

"It t* readable, instmM5ve r inn t-nter 
and It ia mor.1 creditable to Its author/ --auturdag 



9 ili^otroitgest iViH'iiihhince lo 4 
J "~Sf 

1 



-tutohlography, the t 
the itrojigctl ntactnhlanee lo (.ill Bias of 
anf t.h in a we have ever r«*d/ r 









NEW WORKS ON INDIA AND THE EAST— 

CotUinued, 

Life and Correspondence of Lord JMetcalfe. 

By John William Kate. 

New and Cheap Editing in 2 Vols., Small Fast Bva t with Portrait \ price \2s* cloth* 



" Lord Metcalfe possessed extraordinary OppQ' - ' 
tunities of uinktriK himself acquainted with the 
native character, and of estimating at it* cornet 
**lue tlie nature or the tenure by which our 
Indian po«*es»iini* « ere he] J t utid at the present 
t line we tan value more highly the great practical 
dlsoernmeut of one whose fortune U was to be 
Laughed at hy 1 he mi 
In the Insecurity of ou Indian ■ 
addithmi which nave been ninrio to the present 
volume*, place In a strong light the sagacity and 
good sense or Lord Metcalfe. . . . Ttio present 
demand Torn, now edition !■ n -miiii-icnt common* 
dntion of a work whleh has already occupied the 
highest rank am ring hi i 'graphics of the great men 
or modem times."— Oh*rrnri\ 

" A new and revised edition of the life of one 
or the greatest aod purest men th«t uver Allied 
In governing 1ml la. The new edition not on\y 
places a very Instructive hook within the reach of 
» greater number nl pers' ., Li & new 

matter of the utmost vrslin' :u 

"One of the must valuable biographies of Ihe 



This revised edition has several 
passages of high interest, now first i 
— ' Metcalfe's papers, la wt 



from Among Lard M<'icalfe's papers, la which hit 
clear prescience of the dangers that threatens! 
onjr I udian empi re I n rem nrk n bly a Lo Wn . Both la 
size and price the new edition fs a great • 
in (ml l on tlu.> original work/' — Economist* 

" Mr, Kaye's Ufa of Lord If otcalfe la a wort m» 
well known to need an extended notice ; hut tarn 
is something to be said for tliia republication. It 
is nn edition revised with cure ivud judgment, 
Mr. Kayo has judiciously condensed Hint portion 
i-r his original work which relates to the earliee 
career of the great Indian at n teaman. Another 
Improvement In the work will be found In tb« 
augmentation of that part set tin it forth Lord Mot* 
wa i if thelnseenrtty of our Indian em Fire. 
The Insecurity which cant a ft loom over MetcaWs 
prediction* has been fearfully veriileu hy she 
event! of 1857."— Globe. 

*' A much improved edition or one of the mpst 
interesting noli H ml biographies In English 
I iternture .' — «iV« tw rial Review* 



The Life and Correspondence of Sir 
Malcolm, G*C.B. By John William Kate, 

Two Volumes t 8 to. With Portrait Price 36& doth* 



John 



"The biography is replete with interest and 
information, deserving to he perused by the stu- 
dent of 1ml an history, ivud sure to recommend 
Itself to the general reader."— AtMnrtum. 

"Quo of the most Interesting or the recent 
bi..jri;iphin<i of our great Indian statesmen."— 
National Hv 

" This book deserves to participate In the popu- 
larity whirh it .was the good fortune of SirJuhu 
ftuk-idtii to enjoy/'— Edinburgh Review* 

*' Mr. Kaye has used i.l* materials well, and Ima 
written an interesting narrative, copiously illus- 
trated wjt.1i valuable documents. — i.^am/ner. 

"11 tore are a great many matters of gimcrul 
interest in these vol runes* Nut a little of the 



spirit of Arthur Welle sley runs through the book/' 
— Qiofa. 

4 'Thoroughly agreeable, instructive reading. 1 *— 
IVeztminsttr R* 

y vk limbic contribution to oar Indian 
llL(M-ntiirt*. We recommend it strongly to all wh* 
desire to learn wnnetntua of tKi Mii^ r 
Britlah I ndla,"- tfm Q«arfer« tf J2«iei5r 

" Mr. Kiiyc h s biography Is at once it contribtttien 
to the history of our policy and dominion In the 
Last mid a worthy memorial of one of those wise 
and huge hearted men whose energy nnd prin- 
ciple have mode England great/'— IfcUitk Ovar- 
ii >\ >.i ;■■' ■■• > 



The Parsees : 

and Customs, 



"Onr nuthnr'a" acconnt of the Inner life of the 

Parsees will T«t read with interest."— J3ui^ AVjcji» 

A very curloim mid well written bouk.hy a 

yatiiig Farspe, on the mninin a jind customs of 

his own race,"— National Jieviev. 



their History, Religion, Manners, 

By Dosashot Framjee. 

Post Svo, price 10a. cloth, 

*'An aeceptable add I tf on to otir litoratnrc It 

give^ in formation which many will he a\tu\ ta 
hava (sarefnJSy gat-hered together, and formedliito 
a shapely whole."— itatfnostijrf. 




Suggestions Towards the Future Government 

of India, By Harmet Matitineau. 

Second Edition. Demy %xo t price 5s. cloth. 

"■* a _^ ha work or an honest able writer* theao I and erstnnd in g h neither ohseured nor en fwWiwi h* 
Fuggestious are wcU worthy of aitentii>u H mid no I party prejudice or persons Sidflahnea* \\ 
dciuBtMiey will generally he duJy appreciated,"- , Lllaily i^omtnend all who am in eearch 
^"™"j rti w .* , k * , A tTurfi t0 WTU&Q and reperuee thr^^Lrei,"- 

"ticuulue honest mterancoa of a clear, sound DuUyNevt* iH,p * 

British Rule in India. By Habriet IMABnKEATr. 

Sixth Tlimtsand. Price 2s. GJ, cloth. 
"A good compendium of n groat subject*"- 



"A suceinet nnd comprehensive volume "— 

/.^'K ^ ^l ^ ^'J , . 



V A reliable daaa-hook for e*wn^ua\taa Va \\\&\\\iAjqt^ k& %HUsh TudU. 



SMITH, ELDEE J^TSTT) CO. 



NEW WORKS ON INDIA AND THE EAST— 

Continued* 

The Defence of Lucknow : a Staff-Officers Diaht. 
By Capt. Tiros. F. Wilson* 13th Bengal N.I., Assistant- 
Adj utant-General. 

Sixth Thousand* With Plan of ihe Residency. Small post 8tw M price 2*, firf. 

"Unolorned Find simple, the story ia, neverthe- 
less, an eluTtieiiL one. This is jv narrnriTe not to 



l»e In-iil down until the last line lias been read. J 

"Tha SHalT-OJltcer'a PEnry la simple and brief, 
find lift* n xpociid interest; Injisimich as it gives a 
fuller accuuut than we have elsewhere aecn of 
those operations Which Were the chic r liunwn 
~ of salvation to onr friends iii Luflknow* 
brings home to us, by hh details. 



the nature oTthnt un'renjround contest, upon the 
re«nlf of wl i i n h lh a fn' <j u f th e beleaguered gitrrtaon 
v tk-pe tided, "— ftaamtntr. 
** Wo commend the Stfltromeer'a Diary fnr its 
unostentatious relRtion or facts,, recorded with a 
degree of distinctness that Touches Tor the au- 
thenticitv of the irriter*! s Late m wit."— Pre**. 

SUfT-Oflkwr ruinplie* exact military Infor- 
juiitSuu with brevity and distinctness"— Givlm. 



Tiger-Shooting in India, By Lieutenant William 
RiGEj 25th Bombay N. I. 

Super Royal &vo r With Twelve Plates in Chroma -liihogr a pliy* 21 $* cloth. 



adventures, tuld in hnndionic Inree 
print, with spirited chromo-llthojErnphs to illus- 
trate them, innte the volume before us as pleasant 
reading as nny record of sporting anhievemcuta 
Wft have ever taken in hnnd."-^ A tfanmwnt. 

"A rernnrkaMy pleasant book of adventures 
during several seasons of "larae game ' hunting 
in Knjpoutann* The twelve chroino- lithographs 



are very valuable Accessories to the narrative; 
they have wonderful spirit and freshuesa."'— 
Globe, 

*" A good volume of wild iport P kbooattm In 
advcju.tu.ri.>., and handsomely illuhlmli-.l with 
coloured plates from spirited designs by the 
n.\ithoT t "'—EiaAiner r 



"Mr. Irving'* work la tlint of a man thoroughly I book of the araifresa and vteissirudei of European 

trade with India/"— Jlwrtomiat, 



_ ;hly 
versed ill his auhj&cU it is a historical blind- 



The Commerce of India imth Europe, and its 

I Political Effects. By B, A, Irving^ Esq. 
Post Sua j price 7s. 6</. cloth, 
VCJ 
: 
111 
su 



Views and Opinions of Brigadier- General 
Jacob, G.B* Edited by Captain Lewis Pelly. 

Denty 8t?o, price 1 2s. 



cloth. 



•♦The statesmanlike vlewe and brand opinions 
euuucmi^d iuthls work would command attention 
mi. I it any circumstances, but coming from one of 
such experience and authority they are d rtlMJ 
vitluuhlo. and merit the consideration uf l~ 



vitluahle, __ 



■ |. 41'- 



Tho facts in this book tire worth looking nt, 
If the reater ukiuiu* tutiiko a peep Into the lute- . 
:... tii i Nil ui a great man, let him make I 



iti'MU£Umnnrc with the ♦'Views and Opinions of 
Gun oral Jncoh/"— Glob*, 

"This is trujy a j(aUant and soldierly !&*& ; very 
Napierisli in lis aeif-oonfidftnot. In Its capital 
sense, and In its dnt-otednesn U> 
hutionf and the public mkkhI, TIip boi>K iihtmld Uh 
atndled hy all who pr> > 
n new government fur India/ 1 —/.' 



Papers of the late Lord Metcalfe, Selected and 

Edited by J. W« KAYE* Demy Svo, price 1 6s, cloth. 

"We commend this Folnme to all poraous who I speculative nasftOUy ofaphHonoishLcnl utfttcHmnii* 
like to hiudy State pnper*. in whith the practical Au Indian JihFary shotiiu Imj wtthoui u + ' r — Pnn. 
acnie of ft man of the world is joined to the I 



The Life of Mahomet and History of Islam to 

I the Era of the Hegira, By William MtjiBj Esq.* Bengal 
Civil Service, Two volumes Bvo, price 32*. cloth, 
"The most perfect Ufa of Hahomet in iho I it rannot r»H tu be wttferly pernaed by nil person* 
■ 1 1« In any other, » * . having nuy pr^teualona toliiaUiTV3&N.>tB 1 tir*"SKSM«s.* 
The work is at unce learned and interesting and ( — QbtetWfi 




I 



-wxmics PUBLISHED 



MR. BUSKIN'S WORKS ON ABT. 
The Two Paths: being Lectures on Art, and 

its relation to Manufactures and Decoration. 

One Vttlume, Crown 8fo 3 with Two Steel Engravings, price 7#\ &(L cloth. 



- TIip meaning of the (Ltle of this twok I*. that 
there arc two ninfiffii Open to the arlial, oUC of 
whtcn will lend him loall Uk'it li noble tti art, rimt 
will Incidental! v e\alt bin snornl nature; vrMie 
the Outr wilt deteriorate hi* work mud help to 
t Uw w pasta otoe tfi the way or hli individual 
morality. . . * They all contain many uaefcl 
distinction*, wmt« remarks, and valuable stisfea- 
l tons. mud are everywhere Lit up with Mini glow of 



fervid eloqu one* which ham: so materially ooobr 
huiodto the author's reputation."— Pre**- 

The - Two Katlm * cwiit:. ijOifflt d* 



■cripc-inu. places in a clear liicL _ . 

neglvoted truths, mi L Like all Mr. I 

f* etetoeatly ausaesttva/*— Literary tiazrttt. 

*' TMs took i* well calculated to encourajp o» 
h nimble* t worker, and stimulate him toftfW* 
effort .** TdNaaTif*. 






Notes on the Picture ^Exhibitions of 1859- 

Fr/^/i Thousand, Price One Shilling. 

Lectures on Architecture and Painting* 

Witlt Fourteen Cuts, drawn by the Author, Second Edition* Crown 8w. 



Price 8^. &£ cloth. 



■ Mr. ftuHktn'*, laatnria— aloonent, graphic, and 
and ridicidin p aome uf thf 
sytU-in of building, atid 
__ uronvmottvebof duly and 
pleasure to attend to architecture — arc very 



virus or our preaetii 
exci t ina? his hemreri by n| 
pleasure to attend to _ 
successful.' '—£tf>n&m it t* 



" We conceive It to be impost ihl& that any Laid' 
nge»t pwnoiiR could listen (q the lee twos, far*- 
> muht differ from t lie judKmBnlaa»ctv< 
an J from the irereral proposition* la 
without an elcrivttuB' Influence and an areata 
enthusiasm."— Spectator t 



Modern Painters, VoL IV. On mountain 

, Beauty. 

Imptrifd Bw, with Thirty- five Illustration* engraved on Steely and 
116 Woodcuts, drawn by the Autlior. Price 2L 10*. cloth. 



"The prostnt volume of Mr* h.iuthhrn claborni o 
work treat a chiefly of mount run scenery, and 
discusses at length tb« prineli.W>N Involved in the 
Pleasure we derive from mountain* and their 
illation. The singular beauty of 



pictorial repreaei 
e, the hei 

ia, the |ii 
tlona form irresistible attraction*,"— Duiiujfevre. 



^le^tne hearty wympathy with ail forma of 
natural loveUneaa the profusion of his Ulustra- 



hi i style 



an ar|- unlqne man, both sffl«K 

i u d wri te re. T '— &pevt < 
"The fourth volume btinfte frcah atorta rf 
wonclrcua elodoeitcc close and patient nVnwrrr 
lions, and aubtlB dlsiiuialtlciEi. . , , Such l 
writer 1ft it national po* session. He nddi to oaf 
know led«« aud eiOoTment/'— X*ad*r. 
"Mr. line kill in the most eloqr 
■4 writer tin ttnture 



oquent uud thon*«T- 

-_ in its rehit: 



^t potrrit indueiice by the pea 4 
it cDmitry i"~- 



Considered as an Uluatrated volume, tliia in the 
tnoatremaikrihle which Mr, Ku«kin haayet i turned. 
The flatea and woodcut a are profuse, ami I 
onmeruu* drawtue^ of raoutitain form hy tbe 
hiiI !iur, which prove Mr, fiutskin to he essentially 

Modern Painters. VoL III. Of Many Thing** 

With Eighteen Illustrations tlratrn by the Autlior, and engraved on StecL 
Price 38*. cloth. 



Everyone whoearcs about nature, ee poetry* . 
"^-7 '.T human developmriu - 
ni?e of liti*ralun> or phi I 



■on of human devekbpmpiil— «pery one 

tlni?6 or liti*raluri» or phllr. 

:i for him in till* volut 



■a- 1, , baM 1 
Bud h 



1 tin; highest and 
HEiihoHs abilities, 



S53 



hi in in pf>BBC?«lon of a clear and 



penetrating mind; lie is uiidr>ulah]y practical in 
\ -JrimiMiUl ideas; full of the deepest 
fovereiuie for alt that appear* to him teanflfii] 



mid holy, 4 

Mr, II 11 * kin la one of the 



Hi« style is, a* usual, clear, hold,, rjic.v. 
' "^rtlera of t)te 



day ,"— JEfco row IsC. 
•'The present volume, viewed as a Literary 



■Ail.it La I-- he hoped, will reivd the heok Jw 

-Satnrdtty Review . 
( *Thlaw..rk LsirnnuMiUy flUK^emire fullo/m* 



Modern Painters. Vols, I and II 



thoughts, of briUiaal aeeci 

and eloquent moral &}ipii> ir L.^ !( t ,r - 

Quarterly Itrriev, 

"Mr. Kuskin has deservedly wan for himself • 
plaea in tliy nrat rank of tni-dom Trriterwam* 
;y of the (Ine arts/'—iVtecfic JfocU* 



qe 1 

nselfi 



Imperial 8t?o, VoL I. t 



5th Edition t 18*. cloth. 
Price \Q*. &d, cloth* 



Vol. IL, 4th Ed 



"A nrenerons ami Itripainioued rcrirtw of the 
works of uvinfifpainterB, A hearty and earnest 
woik, fnllof deep thouaht, aud ri> sloping araat 
and striking truth* in art."— Brlthh Q 
Review. 
" A vfry extra ordlnniT and delightful hook, fmn 
li and Koodncsa. of power and beauty."— 
Jf9rth Bntimh Rewv/ 
10 






" Mr. llutkln'a ivork will send the nadnfearmsa 
than c^er to the study 

who have nlwaya been delii:!, . ., . nnsl 1 
riutn y. ir to be abo attentive obaerrera! OmraraMaa 
will learn to admire, and uip*eadit)irar* 

••rllicl-it*: iJn^iipuitlic will he odnA-LfAa^ 
hi nek k y od > Mv L f a tin*. ™'™ttibl 




— — - 



WORKS OF MR, ltUSKIN— continued. 
The Stones of Venice. 

Complete in Utrec Volumes* Imperial Sew, with Fifty- three Plates and 
numerous Woodcuts, drawn by the Author. Price sf. 15$. 6 J., cloth, 

EACH VOLUME KAY BE HAD SEPASATBLY. 

Vol. I. THE FOUNDATIONS, with 21 Plates, price 2/. 2s. 2nd Edition, 
Vol. JX THE SEA STORIES, with 20 Plates, price 2/, 2s. 
Vol HL THE PALL, with 12 Plates, price U. lis. Gd. 



"The 'Stones or Venice ' Is the production of an 
Bjuntri , rellgUnt*. progretslre^ am Lufmrmed mind. 
The nutbor of thl* easily on architects ire has con- 
densed It into a poetic apweh-nslon, the fruit of 
«we ur God, and <h<lielit in nature ; a knowledge, 
lure, an ri junt estimate of Ark; a liuUlLiig fast to 
fact Mid repudiation of hear any ■ an historic | 
breadth, and a fearless challenge of existing social i 
problems, whose union we know not where to dud | 
paralleled."— $pttctatvr. 



41 This book is one which, iwrhups, no other man 

could huve written. :uni one, for which The world. 
im.it! it to ho and will he iluiukful. It is In the 
highest degree eloqu^nt^ acute, Mtliun:.,; 
[i,iui«ht, and fertile in nujrgestion. It will, we 
.mi- i-.iHii.-.j. ttevftto i.mtv in. i ni» ], mi. ralM 
the tone of moral feclim.-. 
towards men, and increase I rear of 

God.,"— Times. 






The Seven Lamps of A?*chitecture* 

Second Edition, with Fourteen Plates drawn by the Author. 
Price U, Is. cloth. 



Imperial BVO, 



"By 'The Seven Lamps of Architecture,* we 
understand Mr t hiis' t in to mean the &oven luuda- 
mcntal and cardinal lawi, the oa«ervAtie't «f and 
obedience to which are indispensable ro the avchi- 
t eet, who would deserve the n nine. The pel it ici an , 
the moralist the divine, will UmL in it mnplo store 
of instructive matter, as well ns the an 
author of thts work belongs to a class of thinkers 
nf whom we have too few amongst us,"— 
Hub miner. 



M Ur. Hutktn*i hook bears soiinmiBtakeabty the 
murk* of keen ead eeenmte obeerrn: -\ ■ • \\ t run 
FLiiil i- Lilif Le j li figment aud reflnod sense of beauty, 
joined with so much eariieBtnesn, so noble a sense 
of the purposes aud business or art, aud snob a 
coin man 1 of rich and glowhig languifcgo, that it 
cannot urit tell powerfully in producing a more 
religious view or the uses of architecture* ami a 
deeper insight into its arils Lie principles,"— 
Guarrfiun, 



The Political Economy of Art Price 2s. Q& cloth. 



" A. most able, eloquent^ and wtll- limed work, 
We hail it with Hal.inniri.iun. think I u* 1 1 calculated 
to do much practical good, and wecoidiolly recom- 
mend it to wir readers/'— Witneitr. 

IMislduft chief purpose is to treat toe 
artl.Ht'H power, and ihe art iuliIi, :ia liem* of tb« 
imWi i ' in n. wmi "•' riw« ra -%s ih"*'- m.r. tie 
beat evolved, produced, accumulated, aud dia- 
l rib uled/'— A then t?u m. 



" We never Quit Mr. iLLiehEu without being the. 

: 4' what he bus told us, and therefore we 

recommend thitt linln vol uni«, like jil] hi* other 

works* to the jwrumnl or our reader a,' — AcOHtim «£. 

"This book, dartnir, as it is, glances keenly at 

ine are anion-: the articles 

of ancient codes, while others arc evolving slowly 

to tJieJii;]it,""-ieoifer T 



The Elements of Drawing. 



Sixth Thousand. 



Crown 8*m With Illustrations drawn by the Author. 
Price 7s. Go 1 ., d 



" The rules are clearly and fully laid ihrwn ; and 

the earlier cierciHes uJways conducive to li I 

by simple and un embarrassing mean h, The whole 
volume 1% full of lifeline**."— Spectator. 

" We close thi* book with a feennst that, though 
nothing supersedes a ma»tnr r vet thnt no 
of art «ktouid hwinch forth without ibis work as a 



*' ft will be found not only an invaluable acqui- 
sition to the student, but agreeable andtnstruciive 



any one who withe* to rcilns his per- 
.mi r*l scenery* nm \ o l i fai « r^-i hu- s k 



reading for any 



art i i tic repmscriitations ." '—Eaa n o i 

" Uri/liml m this treatise is, it cannot fail to ha 
at o]ice inatruutlve aud suni^e stive/ —Ltferftrj/ 
> 

"Tim most useful and practical book on tho 
subject which has ever come under our noU«."— 
Pre**, 



A Portrait of John Raskin, Esq^ Engraved by 
~E, Holl, from a Dnncinq In/ Geouge Richmond, 

Prints t One Guinea} India Proofs , 7V 1 *) Gu,ii«,iiA, 




r 




MISCELLANEOUS. 



ANNALS OF BRITISH LEGIS- 
LATION, a Classified Susihart 
of Parliamentary Pa feus. El. 
by Professor Leone Levi* The 
yearly issue consists of 1,000 pages t 
super royal 8yo, and the Subscrip- 
tion is Two Guineas, payable In 
advance. The Twenty-ninth Part 
is just issued, commencing the 
Third Year's Issue. Volumes I. to 
IV. may be had, price 4t. 4s. cloth, 

** A series that will, If it be always managed as 
II- now 1b by Professor Levi In* t aa long n* there 
remains a Legislature in Great tfrilain. These 
Annals ure t« tr\v*i the essence of Work done and 
infurniutiun garnered for the State during each 
legislative year sl auuiiu ury iU< script ion or every 
Act parsed, a digest of the vital facta contained 
in every lllue Book issued, nm I of nil dueuments 
relating to the public business or the country. 
The seriee Will ltvt\ whili- muifraikius ...f inisu .JIl\ 
if it b*j maintained In Iti old age as ably and aa 
conscientiously as it is now in its youth,"— 
Examiner. 

14 The idea was admirable, nor does 1 he execu- 
tion rail short of the plan. To Bccmirlish this 
ftHeetlvelY. and at the «amo time briefly, was not 




an easy task 1 hut Professor Levi has undertaken 
it with areat success. The work Is essentially a 
uui.ir. tr will satisfy those persons who refer to 
it merely for general purposes, while it will direct 
the research of others wbo«e iJivtMiiiirntious t«ku 
n wider range."— a tktnmtm. 

CAPTIVITY OF RUSSIAN 
PRINCESSES IN SHAMIL'S 
SERAGLIO. Translated from the 
Russian , by H» S. Eowards, With 
an authentic Portrait of Ska mil, a 
Plan of his House, and a Map. Post 
8vo, price \0&. Go 1 , cloth. 

"A book than vfhieii t ii*-ro ere ttovitontJsiMn 

Jut cresting. It is a rntnunce of the Caucasus. 

The account of life In the hou*u uf simniii in fn ]| 

1 i aiding ; and uf Hhauiii himself we 

see much,'*— Examiner. 

"The story la certainly one of the most curious 
we have read; it eon in bis Mie bfst popular notice 
of the toofa] pftttty of SUamU and the manners of 
his people."— Letter. 

"The narrative Is well worth jf*&diaV— 
Athtu&tim, 



SHARPE'S HISTORIC NOTES ON 
THE OLD AND NEW TESTA- 

M E NTp Th i rd and Re vi sed Edition, 
Post Svo t price 7*. cluth. 

"An inestimable i\ld to the clergyman, render. 
niy-iiiUaifmary. and SmuLrty-sdioul teacher." 
— J Hunt rated New of the World. 

" A learned and sensible book."— button til St- 
view. 

ELLIS'S (WILLIAMj RELIGION IN 
COMMON LIFE. Post Sro, price 
7*. 6ci. cloth. 

™ A book ad dressed to young people of the 
tipper tun thousand upun social duties."— 
Examiner, 

" Lesson <i in Political Economy for young people 
Qy a sk/JAil ham I,"— Xcowmtit, 
12 



PARISH'S (CAPT, A.) SEA 
OFFICER'S MANUAL. Second 
Edition, Small Post 8yo, price 5*. 
cloth. 

"A vary lucid and compendious manual. We 
would recommend youth* intent upon a aeaXartnic 
life to study it,"— ^fAnwvm. 

"A Utile book that ought to rje In great request 
among young eeainenV'—jErttBi *.?«■. 

ANTIQUITIES OF KERTCH, 

and Researches in the CIM- 
MERIAN BOSPHORCB. By I>trNCAE 

McPherson, M.D., of the Madras 
Army, F.E.G.S., M.A.L Imp. 4fco t 
with Fourteen Plates and numerous 
Illustration $ t including- Eight 
Coloured Fac-Si miles of Relics of 
Antique Art, price Two Guinea*. 

"It la a volume which deserves the careful 
attention or every student of classical antiquity. 
-\u one crifi fail to be pleased with a- world whi'ii 
has so much to atrract the eye and to gmtify the 
love of beauty and elegance in design. , . i . 
The book Is got up with tfreat earn nnd taste 
and forms one nf the lmtiit.si.itm««t works thai hare 
recently i«aupd from the iinuliEH hit as, "— 
Saturday Kecictc, 

WESTQARTH'S VICTORIA, 

Attn THE AUSTRALIAN GOL,D Ml>ES 

in 1357, Post Syq, with Maps, price 
10s. 6c/. cloth. 

" Hl\ Wc "tgarth ha* produced a reliable and 

readable book weli stocked with informatinn and 

pleasantly inleripersed with Incidents of travel 

and views of colonial life. It la clear, sonaible 

\ and sugjifcsUi'e."— AtAenmum. «—■■«, 

"' A li f the most wonderful hit of 

colonial experience that the world's lilatorrba* 
furnished.' 1 — Examiner. * 

"We tliink Mr, Weatgarth's book much the 
uest wjiltih has appeared on Australia- slnoetho 
Krtjat crisis in us liistory."— tiaturdiiir Heoitv, 
^ A rational, vi^urous. illustrative renurt upon 
the progress of the greatest colony In Australia." 

/'Tbe vohune contains a large amount of 
statistical and prueneal lufurmation relatiiis lo 
Ti i ctorin,' '—Jfaeata lor. 

TAULER'S LIFE AND SERMONS. 

Translated by Miss Susasjka Wzjtk- 
worth. With a Preface by the 
Eev P Charles Kxnqbley. Small 
4to, printed on Tinted Paper, and 
bound in Antique Style T with 
edgcs t suitable for a Present. 
Price 7*. 6d. 

"Miss Wink wurth has done a aor^oa. not only 
to church histoi-y w;d to literature, but to those 
who seek simple and true -hearted devotional 
reRdmg, tu- whu deaire to kindle their own pisty 
thronghthe example or ssintly men. by producinc 
a .very instrntllve, compute, iiud dimply h,r 
itii; ltr« of Taulct-.nud by ffiTjnf to us also a sample 
of Tsuior'a aermens taixeful.y and i i^uroualv 
tron*lJitBd."-G'aat"dto». "ivruuHiy 

t Jz a difference of opinion can be felt as t<i the 
iinriuBiL* value of thciso sermons, or tha general 
attaching to this book. The Semions 
are well (relecied, and the translation excellent." 

■ riiMiiniP- 



SMITH, ELDEE -AJSTID CO- 



■ 



MISCELLANEOUS— continued. 



SHANDLESS'S VISIT TO SALT 
LA ICE : bf.ing a Jouenet aciioka 
the Plains to the MoaaroN 

SETTLEMENTS AT UTAH, POSt 8V0 ? 

with a Map, price 2$ ♦ Grf, cloth* 
' Mr. GhandleM U an impartial observer or the 
'aiormona, He Klvea n full Recount or the nature 
df tbo country, the religion of the Murnions, their 
■EOvernment, institutions^ morality, and the inngu- 
Aar relation shtp of the sexes, with its eouse* 
C| uenefis, "— Critic. 

■Thone who wmitd nu tiers tnnd wliat Mor- 
cioiu^m la can do n« bettor thrm rend Oiij 
*iuilientie, tlumjrh light and lively volume/'— 

" li impresses the reader as JoJtUfiri."— A'af fonai 
jyertetr. 



DOUBLEDAY3 LIFE OF SIR 
ROBERT PEEL. Two volumes, 
Syq, price 18s, cliilli. 

" It N* good book of its kind. , , . It Is well 

iv.irtli rciUUiiK, mid \,-r: |.!.i:,l.»i:.v Mid ifogSbly 
written. "^-Saturday Iteeiew* 

"This biography is el work of groat merit, con- 
scientiously prepared, pbtin, eltur, aiu! i»ra«QBaUf 
inter-eating /'— Lender* 

•* It is a production of great merit, and we hull 
ft as & most valuable GoutriiuitU'Ti to economical 
sgad statistical scio nee/'— British Quarterly* 



CAYLEY'S EUROPEAN REVOLU- 
TIONS OF 1649, Crown Syo, 
price Us. cloth. 

" SI r. Cavlcy has evidently is tn died his subject 
llniL-ij-LirlLly. bo hlWI consequently produced an 

interesting and phiiofcunhtcnl, th-nigh unrrebend- 
ins' history of an important epoch/' — Jftno 

- rltn 

" Iwti Instructive volumes/*— C?ii*erf*r. 



BUNSEN'S (CHEVALIER) SIGNS 
OF THE TIMES ; ok, Tue Das- 

GEEB TO KELIOIOU8 LlBEKTY IN 

the Presknt Dat. Translated by 

Miss Sea ann A Wink won tie One 

Yolutaej 8vo, price 5a cloth. 

"Dr. B unman la doing good wrvloe, not only to 
hie country bn ."loin, by sonmlum :m 

alarm touching the dHuyrrs to religions !i 
iho present Btato of the world/'— British Qaxtr- 
Urlff* 



THE COURT OF HENRY VIII, : 
being a selection os tbi 
Despatches oe Sebastian Gils- 
TimAN, Venetian AsibassapoEj 
1515-1519. Translated by Eaw- 
doh B no wn. T wo vols. , crow a 8 v o, 
price 21*. cloth, 

M It is seldom that a page of genuine old history 
Is reproduced Tor us with an much evidence of 
pnlnfttak nig rind real love of the huM^h. an in th« 
election of denwtfeh** made ami edited by Mr + 
Ewnm Brown. — Times. 

*' Very interest in* and *nggc stive volumes/"— 
British Quarterly Itetictr. 

"Host ably edited/ 1 — Frater'i Magazine. 



PAYN'S STORIES AND SKETCHES, 

Post 8vo, price 2.*. 6rf, cloth. 
"A volume of pleasant reading. Some of the 
papers have true attic JtoH La I hem."— Literary 
Gazette. 

" Mr. Pnyn i&gTVy, spirited 1 observant and Hhowi 
no hltta knowledge or men and books/*— Leader. 
A most amnaiTii? volume, full of humorous. 
adventure and plea&unt satire,"— Press. 

STONEY'S RESIDENCE IN TAS- 
MANIA. Demy 8vo, with Plates, 
Cats, and a Map, price 14s. cletli. 

"Aplaln and elGar account of the colonics in 
Van Biemen'jj Land,"— AtAeamuM* 

"Aperrect ^nide-book to Van DJemcn*s Land." 
Examiner. 

"One of (lie most accurately descriptive books 
upon VftU Ilionien's Lano Umt vie remember to 
OftTe read."— A T ew Qiuirterh', 

THE PRINCIPLES OF ACRICUU 
TURE ; esfeciallt Tropical. 
By P, Lovell Phillips, JI*D< 
Demy 8vo, price 7s. 6rf. clotb. 

" This rolnme sbonld be In every farm-h.mjKi^ 
and it wtjnlri pay a In milord to present it to his 
tenant a H iT —Cr\tie. 

"This treatise contains nearly all tluvt is known 

of the science of agriculture."— ubttrver. 

FORBES' (SIR JOHN) SIGHT- 
SEEING IN GERMANY AND 
THE TYROL- Post 8vo, with 
Map and View, price 10s. erf. cloth, 

" Sir Stthu ForbflH'a volume fuUv justifies U s t It lr. 
Wherever ha went he visited *,mjts t nndbas reu- 
deredn nili bful iu>d estremefjf luterestin^ account 
or thorn/'— Literary tiuztttc. 

CONOLLY ON THE TREATMENT 
OF THE INSANE. Demy 8vo, 

price 14s, cloth > 

" Dr. Conolly bna rmbodi«il in this work bit 

a uM renting patleat* 

■:'U Asylum/'— hcOHOtnht-. 

■• \\\: muni earneatly_ comniaud 15 1*. 00t)0ny r i 

ijiterestcd in tiic subject/' 



ROSS'S ACCOUNT OF RED 
RIVER SETTLEMENT. One vol., 
post 8vo, price IQs. f*d t cloth* 

"' Tbf> ftnbjflct [« novel, curious^ and not without 
tntereit, tvittic a strong sense of ihe real obtains 
t ti 1-1*11 if )iu Lit/'— Spectato r. 

41 Tho bictoiy or the Eed Elver SetLlemeut is 
remnrkablD, if not nnique, among •, 
record*/'— Litem rv r ;, i zrt %e. 

of the most Interesting of the romancos 
of civUiftatlon/ 1 — Observer, 



ROSS'S FUR HUNTERS OF THE 
FAR WEST, Two vols., poatSvo, 
with Map and Plate, 21s. cloth, 

" A well written narrative or moat exciting ad ■ 
venture!/'— Ouai 

"A narrative full uf incident and dangeront 
advent lire."— Litrra vy Gazette, 

" Air. Bast** volumes b.ivo an h!4lorica2 value 
and prtiBtul interest."- G'Qhi-, 



\ 



WOHKS 



MISCELLANEOUS— continued. 



RUSSO -TURKISH CAMPAIGNS 
OF 1828-9, By Colonel G 
net, KA., D.C.L* F.R.S. Third 
edition- Post 8vo, with Maps, 
price t%a* cloth, 
"Tb* wily w^rk on Nip *nh}»-r/t suited to llie 
pi U I t*ry rem! er. "— Uni* Hi Sern« tfu jt H tt. 

" In a « ■ mt*'jcic j»' 'tut of v , 
valuable.* WVw Quartirlif. 

THE MILITIAMAN AT HOME AND 

ABROAD. With Two Etching 

by John Li.eco. Pusl 8vn, price 

9*. clath. 

** Very »mit ■tne , and con v*y 1 n n an lm pr w sion of 
fktt hftaMM«."— &* fw> pwf fii RiZ 

"To* author la humorous nvillimit Tifirn wil- 
fully nauin, sm-msi!.- without buteruena, nn>\ 

kbruttd without 



HOPKINS'S 
AVERAGE. 



HANDBOOK OF 

giro, price 12#. IdLfiL 



" A vury 
On We. 
■♦ Qitlctljr, 

Atht . 

THOMSl 
AND 
BRIT 

-A w., El I 
|)iln; 



■iarn<Liii« inn 
power or observe 



Judy, 
but 



enu?rtai.uju£ oouipjtajon* 1 "— 
humorously, vriLN ■ . — 



THOMSON'S MILITARY FORCES 
AND INSTITUTIONS OF GREAT 
BRITAIN, Bvo, price 5*. cloth. 

"A wt'Jl urnnNged ami piii-pfnlly ulftCi*u»] com* 
Lnrkui. 
of »liv iiimy. ami the wurkuiB of our miiAttuj 
"—Ppcctalvr. 



LEVI'S MANUAL OF THE MER- 
CANTILE LAW OF CREAT 

BRITAIN AND IRELAND. Syo, 
price 12s. cloth. 

"it 1i fcoimrt, elenr, bjj<1 nmeMcui. ♦ , - lis 
roiiJfi]i» nre airktljr ibum of it ittimtt nl— » bund* 
book f<,r S:.w ebuuiMsr*, afflns, mni eoiihUtig- 
houttsi i or auati jtluoi*, diul 

niLltfi-ihiiiuti in . 

" J1h jrfmpliaUy nml frilthf i!lne»» mnke it an pi- 
i ! ■'■'!" b u - 1 ■• i amble I I ' -£j cmt'tu r. 

■' An aOmtrnlrlo irorW of the Urnl. 

"Ir prftaeta • fun- 
Kreat HijTjJcict (jfwldcalttrciiln/*- j 



THOMSON'S LAWS OF WAR 

AFFECTING COMMERCE AND 
SHIPPING, Second edit,, preatly 
enlarged. 8vo, price 4s. Gd boorda, 

"Mr, Thornton treat* of ih& firmiffilnr 

ol war . o< fiiL-uiirs ouii Indole prujHUty . i 

unit fen . eon Un bund of war, 

i-jii'tJi. ilMiH I 



UNDINE, From the German of "De 
la Motto Foikluc." Price !«, td 

MORICE'S HAND-BOOK OF 
BRITISH MARITIME LAW. 8vo, 
price fit*, cloth. 



WARfNG'S MANUAL OF THERA- 
PEUTICS. Feiip + S\o t price 12aU 
cloth, 

VOGEL ON DISORDERS OF THE 

BLOOD, Translated by Chutor 
Coomal Det. Svo 9 price t&tf- 
cloth. 

DUNCANS CAMPAIGN WITH THE 
TURKS IN ASIA. Tost Sra, 
price 2js. Gd., cloth. 

SIR JOHN HERSCHEL'S ASTRO 
NOMICAL OBSERVATIONS 

MADE AT Till: Cvri. OF 

Hope. 4to, with pJate?, 

4/, 4 j, cloth. 



DARWIN'S GEOLOGICAL OBSER- 
VATIONS on Cubax Bans, 
Volcanic I^lam^. ajq> on Sorts 

America. With Haps, Piatas, atid 
Woodcut b » 10s. Gd. cloth. 

SMITH'S ZOOLOGY OF SOUTH 

OF AFRICA. Royal 4 to, 
Ttfith Coloured Plates. 






llElTlLIA ,, 






THE BOTANY OF THE HIMA- 
LAYA. Two vol*,, royal 4 to, cloth, 
with Coloured Plates, redu 
5/. S*i 






LEVIS COMMERCIAL LAW OF 
THE WORLD. Tiro YoU. f royal 
itn, price GL cloth. 

GOETHE r S CONVERSATIONS 

WITH ECKERMANN. Transl 
hy John Oxje>t?okd, Two 
post 8vo, 5^. cloth. 

M'C ANN'S ARGENTINE PRO- 
VINCES, &t\ Two v0 ls, t pmt 
8vo, with Illustrations, prict 
cloth. 






SMITH, E3LDER ^STD CO. 



MISCELLANEOUS— continued. 



ROSS'S ADVENTURES ON THE 
COLUMBIA RIVER. Post Svo, 
2*. 6 d. cluth. 

DOUBLEDAYS TRUE LAW OF 
POPULATION, Third edition, 8to, 
G*. cloth, 

SIR JOHN FORBESS MEMO- 
RANDUMS IN IRELAND, Two 
Tola., post Qvo, price I Lis. cloth. 

POETICS : AN Essay on Run: v. 
By E. S. Dalies. Post 3vo, 
price 2s, eJ, cloth, 

WOMEN OF CHRISTIANITY 
EXEMPLARY FOR PIETY AND 
CHARITY. By Julia Katanagh. 
Post Bvo t with Portraits, price 5n, 
in embossed cloth. 

WOMAN IN FRANCE. By Ji lia 

Kavanach. Two toIs,, post 8vo T 
with Portraits price 12s + , cloth. 

STEINMETZS NOVITIATE ; or, 

The Jesuit m TnAiJUNG. Third 
Edition, post 9 to, 2$. 6d. cloth, 

A CONVERTED ATHEISTS TESTI- 
MONY TO THE TRUTH OF 
CHRISTIANITY. Fourth edition, 
feap, 8vo, 3 a, cloth, 

SWAINSON'S LECTURES ON NEW 
ZEALAND. Crown 8vo, price 
2s, 6<l eioth. 



PLAYFORD'S HINTS FOR INVEST- 
ING MONEY, Second edition, 
poat 8to, price 2*- 6ri. cluth . 

BOOKS FOR THE BLIND, Printed 
in raised Roman letters, at the 
Glasgow Asylum, 

A List vl the books, with thnir prices, mij too Juul 
CM B-pplloaLiun. 

LEIGH HUNTS MEN, WOMEN, 
AND BOOKS. Two to1s„ pritu 
lOf. cloth* 



LEICH HUNTS 

3*. 6rf. cloth. 



TABLE TALK. 



LEIGH HUNTS WIT AND HUMOUR. 

5& cloth. 

LEIGH HUNTS JAR OF HONEY 
FROM MOUNT HYBLA, Price 
St. cluth. 

NATIONAL SONGS AND LEGENDS 
OF ROUMANIA. Translated by 
E. C. Grexviixh Muarav, Esq* 
With Music, crown 3vo, price 

JUVENILE DELINQUENCY. 

The Prize Essays. By ftf. Kill and 

C. F. CuRNWALLIS. Post 8 TO, priCO 

6s. cloth. 

EVANS'S (REV. R. W.) SERMONS 
ON THE CHURCH OF GOD. 

8vo, price 10 j. Gd m 

EVANS'S (REV. R. W.) RECTORY 
OF VALEHEAD, Fcap. cloth, 
price 3.y, 



THOMPSON'S AUSTRIA. 
Svo, price 12&. 



Post 



TAYLER'S (REV, C. B,) SERMONS. 

initio, prioe U. 6t/ T Hy the Author 
of (1 Records of a Good Man's Life/* 

TAYLER'S (REV* C. B.) SOCIAL 
EVILS, In numbers, each com- 
plete, price 6f/. each. 

L— th NIC. 

1 1 .-T H ti LA D Y A .Nil THE LAD r 5 JI AID. 
Ill -THE I'.wTnU nF lliONFELLS. 

V.-TIUv ftU'NTKY T> ■■■'■■ 
Vl.-LIVi: VMl LIST LlVJ^ OK, Till JLUT- 
C UBS TUB WSA.TKX4. 

TlL-THH SBASIJ>E FAKU. 

ELEMENTARY WORKS ON 
SOCIAL ECONOMY. Uniform 
in foolscap 8vo, half-bound, 

I.-OUTLINBS OP SOCIAL ECOMOllY. ljP,flcf. 
II.-1'J, LESSONS LN SOCIAL 



IU.-LVI 



OX TO THE SOCIAL 
r*TIIE LKUEUSTANDINO, 



HJTLE 

Y,-WHAT AM I 3HB AMU "WHAT 

OUGHT I TO BO V *e. U.nwtd, 

*•* Thoi* work i are recommpnilpd fry tiw Com* 

MJTttHtt Of CuUIJClL Oil t^JLUAAft&IBt. 



■ 






\ 



r 



^VOlilCS I'TTBX.XSTTISP IQY 



WORKS OK INDIA AND THE EAST. 



THE ENGLISH IN WESTERN INDIA: 
jvmsii TiiK Early History OB TBM 
Factoht at Sun at, of Bom hay. 
By Phimp Ajuwmou, A.M. 2nd 
edition, Svo, price 14*. cloth. 
"Quaint, cnrton* and amnslnit, t Is N volume 

r BnflUb nierotmutt hi nn Indian 
I rtii»l rtmunLEiK gu»Hip, 
. .'v,. u Is iii id charade r a or historical 
tuipur* , 

' A bwk uf tHinuaticjit vaJuc,*"— GmXfiHilH. 

LIFE IN ANCIENT INDIA. By Mm 

St Em. With Sixty Illustrations 
by G. Scharf. 8vo, price I5.«. f 
elegantly bound in cloth, gilt edges* 

" We should in vAln te*k for any other treatise 
which, lu m short a space, tfves so weJt- connected 

an aceoiiut. ef ttn3 N19 |ifrijil'jJ' Jinii.m hiatorj\" 

**WhwT<ir dentrlM to hfive t Ijc I 
ptptesf, itmt thfl BlQ*t |.' 'fUliur flOW iif whitt 
uririitrvi M'h'jtttM haro made known tu'v.'*rwp*ct- 
ln* Ancleiil India muit perns* the ivm-tof Mrs. 
Speln in wliiolt he wU> find the storr told in 
clour, correct, olid! u 1 . . I * h. T lie book 

Is auxnfroiiljr got itp."— ii'jtu 1 



THE CAUVERY, KISTNAH, AND 
CODAVERY : HSIM a Kkport 

OX THE W*JltKS OOKST1ICCTKD ON 

THOSE Hi VERB, FOU HI IrUiltiATiOV 
OF PfiOTTHCBS IX rut; PlCi:>iDKNCT 

of Mabrah. By 11. Bauip Smith, 
F.G.S., Lt.-Coh Bengal ling inters, 
kc. r &e. In demy Bvo, with 19 
Phms> price 28*. doth, 

"A tnont curious and lutm-cstlug work**'— 
Economixt. 

THE BHILSA TOPES ■, Om, Bl DDaiKt 

Monuments of Cum 9 a l Isdu. 
By At itj or C BOTH nn Ha m. One vo I „ 
Svo, with Thirty-three Plates, 
price 30i-. cloth* 

"Of the Tojics opened In vnr:.m» fmrts of India 
none have yielded so rich n 

infortruttlMTi ai iho**e or Dhilsa. <>j' 1 '•' • • ■ 

Cunningham nn<i LtauL Malser: »n*i «■ d l*-h n- 



BB&, 



tratloiiSj in this moot interesting 



THE CHINESE AND THEIR REBEL- 
LIONS, By Thomas Taylor 
Mkaihiws, One thick volume, 8vo, 
with Maps, price IB*, cloth, 
"Mr, Meadows' book tt tha vorfc vf u i^nxiin.i, 

conscientious, ami 

ImjiurliiMt in rr 

nppr 
Is 1 
At At 

TR 

U 



'Mr. Ue»l>- 
deserves tw &e studied 1 
appreciation of Chiiiei 
Is suvvn broa4-caat 

At he mi it in. 



produced n work which 

1? character, lidormnti'jn 
through »t'«ry page."-* 



=tACTS ON THE NATIVE ARMY 
OF INDIA. By Brigadier- General 
J M "it, C.B. 8vo, price 2jl 64. 
iu 



AOPISON'S TRAITS AND STORIES 

OF ANGLO-INDIAN LIFE- With 

Eight Illustrations, price 5#. cloth, 

"Aft ontertftlnln*r nn-i tavtrnetfra yoIiibm nl 

41 Aneedcit-es and stones welt caieulalat is 
tllustrate Anglo li id in 11 Ufa iuid the Auamtic 
manners and liahits of illiido».ij\n v '— Qtft*rr<-r. 

" A nleaiant c^lieetlon of amuaifts ajqaaiistn' 
-Critic. 

ROYLE ON THE CULTURE AND 
COMMERCE OF COTTON IN 

INDIA. 8vo, price 18*. cloth 

ROYLE'S FIBROUS PLANTS OF 
INDIA fjttejq for Cordage, 
ClotiiixOj and Patkk. 8vo, pria 
12*, cloth. 

ROYLE'S PRODUCTIVE RE- 
SOURCES OF INDIA. Sapct 
royal 8vo, price 14*. cloth. 

ROYLrS REVIEW OF THE MEA- 
SURES ADOPTED IN INDIA FOR 
THE IMPROVED CULTURE OF 
COTTON* 8VO, 2s. 6rf. cIoUl 

A SKETCH OF ASSAM: 

wnii IOH r Of the Hill 

Tn 1 »bs. Coloured Flatet, 
jjrice I4.v. dotlL 

BUTLERS TRAVELS AND ADVEN- 
TURES IN ASSAM, OneToL8To, 
with nates, price liv. cloth, 

DR. WILSON ON INFANTICIDE IN 
WESTERN INDIA. Demg 

price 12*. 

CRAWFURD'S GRAMMAR AND 
DICTIONARY OF THE MALAY 
LANGUAGE. 2 Tola. Bvo, price 



ROBERTAS INDIAN EXCHANGE 
TABLES. 8vQ f second edititm* 
enlarged, price Lfa, GrA cloth* 

WARING ON ABSCESS IN 

LIVER. 8vo, price :i.v, Gd. 

LAURIE'S SECOND BURMESE 
WAR — RANGOON, Post 
with Plate*, 1 * rice 2i\ 6J. cloth. 

LAURIE'S PEGU. Post 
14a. clotli. 

BOYD^S TURKISH INTERPRETER i 

A GltAifMAJl OF THE TuRKtfH 

Lanoliaoi^, SvOj price I2*v 






BjVriTU, ELDEH J^JSH CO. 



WORKS ON INDIA AND THE EAST— continued. 



BRIDCNELUS INDIAN COM- 
MERCIAL TABLES, ftoyal Svo, 
price 21s., half-bound, 

IRVINC'S THEORY AND PRACTICE 
OF CASTE, a to, price 5s. cloth. 

THE BOMBAY QUARTERLY 
REVIEW. Nos, 1 to <) afe 5^, 10 to 
H, price 6s, each* 



BAILLIE'S LAND TAX OF INDIA* 

ACCORDING TO THE MoOHUMMtrDAN 

Laty. 8vt>j price 6s, ctoth, 

BAILLIE'S MOOHUMMUDAN LAW 
OF SALE. 8 vo, price 1 4^ cloth. 

BAILLIE'S MOOHUMMUDAN LAW 
OF INHERITANCE, 8vo, price 
9s. cloth. 



NEW CHEAP SERIES OF POPULAR WORKS. 

In Small Post 8\o f 
With large Type, oq good Paper, and neat cloth bin ding* 



LECTURES ON THE ENGLISH 

HUMOURISTS OF THE 13TH 
CENTURY, By W.M. Thackeray, 
Author of "Vanity 1'air/' "The 
Virginians,'* &c. Price Sic, G</. cl. 

"What flue tiling Miosis h t-turesi. oulnlri; what 
eloquent nnd subtle sayings ; what wise and 
earneat writing how di.'hshtrul are their turna 
of humour ; with wSjml n tuuchJiitf ujTtict in the 
graver passages the genuine feeling of the man 
cornea out, mil tuny vividly the thoughts firo 
^ajutarr, as It were, in graphic and eharacii'ristic 
words. — Exa m hter. 

" This is to us by far the most accept able of Mr. 
Thackeray's writ inns* H'* Hr:i[>hlc style, hi* 
philosophieiil spirit, his an al> ileal powers, it In 
hir^e heavtedncss, his shrewdness, and his gentle* 
iitiss, have ail room to exhibit themselves."— 

" Foil of sound, healthy, manly, ftgorous 
writing; wi£[w.-i"iis 111 observation, ind tH-udi;iit 
and thoughtful, earnest in sonttnient. In style 
palnted,clear.nnd straight forward.' '— Wwtw lust er 

"The Lectures are a valuable addition to our 

Sermaneut literature: eloquent when the author 
v serious, brilliant when he is guy— the/ am 
charming reading"— Ua ily /Yews, 

" To tboae who attended the lectures the book 
W VA be a pleasant reminiscence, to Qth 
ejtotUnsj novelty. The style— clear, idiutuaiLr, 
forcible, familiar, but never slovenly \ tho search- 
ing strokes of sarcasm or Irony; the occasional 
flashes or itenerous scorn ; the touches of pathos, 
pity, and tenderness ; the morality tempered but 
never weakened by experience and sympathy ; l he 
felicitous phrases, the striking iriiecooAea, the 
passages or wine, ^radical reu>eitou; all these 
lose much less than w\> could have expected from 
the absence of the rolce, manner, and look of the 
leotu\rcr/ > -"£j>eWafcM<v 

"Wo have been charmed beyond expectation 
with the reading of these Essays. . , . They 
arc iridy bran Idol, sufteoative Essays, on tdpkts 
fertile ni suggestion j they are unatfeoteuly 
humorous pathetic, sub tie, pleasant , and though t - 
toL . , ■ Thackeray's style, half • 
playful, is seen to perfection In th[a relume/'— 
J.> •/■I.- -if. 

■ li i* not easy to say or show how exceedingly 
rich it is in roilrcthm tn wisdom* in .. 
humour, in genial fteclinga, and in eipreaalve 
Inuguage/ '—A o nee «A rttiitt , 



Willi tUO [EilWt lllil i.: i 'il i M '. MiiMiiuu^iri 

nut one pace which does not Blow with 

It la pi aeries of pictures fTuiu the Mb, 

tins scenes in which every inhabitant of 

ojiolis has an Interest."— fits t 1 *. . „ 



THE T O W N 5 ITS ME3IORAHLE 
ClIAIlACTEItS A>1> Eyekts. By 
JjEIGH Hu^T. With 45 Engravings. 
Trice 2s. G*/. ( lotli. 

"Wa will allow no hip her enjoyment for iv 
rational Englishman than to stroll IH surely 
througrh tliisniarvulloua town, arm in arm with 
Mr, Leij^li II uni. The ehann of Mr. Hunts boolt 
is h that he gives us this outponrings or a mind, 
enriched with the moat agreeable knowhTdge: 
there ti not mie page which does not glow with 

it. 1^'" 
re ncMan ttn 
the m**trqrjo 

' li The Town" is a hyok for all places and all 

Eersfjus ; fur the study, when «nit is tired of 
ihijur ; for the drawinn-romn, purlour, carriage, 
or steam - boat, J '—Spec t a to r, 

'•rii iH in uuD ol Eha ■.fry pleonnlet wttsi M 
Leigh Hunt. We aro yever out of aight ofaeve* 
reigns or Buhjeets, notable huildinas and the 
builder* thereof, booksellers and tHj-jliniakertt, 

{days a,nd players^ men utwmt town, nrid tfta 
iouiits wijt-rc they drank lhfitr wine and tapped 
one another 3 a toil,— At htn«ttm* 

THE POLITICAL ECONOMT OF 
ART* By John Rdskin, 11, A, 
Prict! 2s. 6c/. cloth. 

h r eloquent, and w I'll -timed work* 
We hail it with satisfaction, Mi inking tt calculated 
ieh practical xuOd, and wo eurdiall>- recom- 
mend It to our readers/' — Witness. 

IH Mr. Ruskin's eldef purpose is to treat the 
artist's puwtr, and the art itself, at (turn* of the 
world's wealth, and to show huw these may ha 
best evolved, produced, accumulated, and dia- 
■ mL m — AtAenrtvm. 
(> Wo never <iuit Mr. Ru*kin wit hont being the 
better furwhni he hua told us^ai i 
recommcTnl this little volume, like all I : ■ 
works to tho perusal of our rr: i 

■ book, dnriiiK as it i:+, glanees keenly at 
roe are among 1W articles 
of arnMLnt codes, while other* are evyiving slowly 
to the light."— frtidcr. 

BRITISH INDIA. By Harriet 
Martlseait. Price 2s. G^A cluth. 

*'A jjeod compendium of a giuat subject/ 1 — 

♦Lucid, glowing, and lnstructiYO eesayi/*— 
Eiwwt/wwo/. . - ±t ... _ 

Ki As a lumdhcHik to the history <>f 1 ndia. \S. \*.\k& 
beat that tiun yfih qgiiBl> JM»li¥ia Tlm*0#«, 
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Well printed, in large Type, on £ood Paper, and strongly bound in cloth. 



CunrtEit Bell. 



JANE EYRE. By 

Price 2*. 6d. doth. 

** ' Juno Evre ■ Is a remark able production* 
Freshness rmil originality, Iruth and passion, 
singnhir Muuiv in the tteMnrtton of iiAtnmi 

scenery *ud in ""■ u. iiy.- »i ...HMrhiiinnn thoiueht, 
enable ihin »;ii • !.'■ > "i- frum tfitina 1 *, 

mid to a«Biitno its own p)*oo iu the bright field or 

iiili*' IJlfrtilurL-, ' J <me». 



" 'Jane Ey - 

thriuctllfl nrj- I 



of deeidad power* The 



suiuid, mid oriktLtiul : and the 
Kt>]i! la iTHulult 1 , s M:il *li t forward, sou 
purpose. The object and moral of the work are 
Dice hen t." '— JT.rrt in i Jif r, 

" A very pathetic tale; very singular, and ao 
like truth thnt it J* diitknlt to avoid bclievinsr 
that much uf the characters and incidents are 
tnkeu fWnn life. It li an episode in this worka- 
day world, moat interest ins, aud touched at n w 
with a i!nrtriK and delicate Imnd. It in is i 
ilie rnjayment of a feelliiK heart and vigoruua 
understand! ug/*— Jtfo rfrtwxi p i tadtftitin*. 

" For many years there has been no work of 
such power, pirinnticTi and original!* jr. JU very 
faults ars on tim sideo! vigour, nod f* heauiita 
are all original. It ii a book of singular fHSctnn- 
tina."— Edwborvb Rntiev. 

11 Almost uLl that ira require in a novelist the 
writer haai perception of character and power 
of delineating it: plcture?queuesB h passion, rind 
knowledge of lifts, Realhy — dei p, stgntneant 
reality— 1 u the dmructerbtlc of this book/'— 



Price 



S H I RLEY . By Cltlrer Bell, 

2a. (id. Cloth. 

Tho peculiar power which was so greatly 

111 Vane Eyre* la out ehscnt from this 

book. It possesses deep interest, and an inc- 
nixtible grasp ot reality. Tin: re is a vividness and 
distinctness of conception in it quite mnrvellmM, 
Tin- poWfct Of ':i i| in: iO ]iiie:iti*in nncJ v\y 
I tWOM whirl i, for si 
and dehcticy of emotion, arc out trujiswuded in 
tho range of English Aclkiti.." - Exuiniucr. 

" ' Shirley 1 is an admirable book; totally free 
from cant, affect aliou. or conventional tinsel of 
any kind; genuine English in the iHdepewkucc 

and lipriylitui'-sKi of Tint tow < f iKm-hi. in n.n 
parity of henvt and reeling which pervade It; 
geuufw Kn.irlish in the masculine vigour 
originality of jtn ronwiHfon of ebanbeb 
jzenaine EngUfth in style mid dint ion, "—Moriiini7 
CArtifiiete* 

* f Tbo aame pierclnjr and loving eyp, and tb* 

same bi»ld imiJ jmiMic imii.nri-i'y. nr.' 
as iu ' Jane 1-Jyru. 1 Sinjilnr uower is manifosteil in 
the delineation uT cbamcHT. With a few brief 
viaorvniR toudiiH.ilH' pleUirt starts into diatiuot- 
neas."— Eiiiiibnr&b «wv, 

" ' Shirley ' is very clever. It conM not be other- 
wise. The faculty of ifraphle description, strong 

kud oiasoullue dkti. • 
lytic skin, ail ore vlftihie. . , , Qams or tare 
thought and glorious passion shine bore and 
there, 1 '— Time*. 

" F Sblrlny h in m hrmk demanding cluac perusal 
and car^fut couoWerntiuin,"— Ai hcua urn. 

" ' Shirley ' la a novel of remarkalile poWK and 
brilliancy 1 it la calculated to rouse ai 
exoite the imagination^ aud keep the faculties lit 
eager ami Impatient suspense/"— Horning fatt* 

" A Bhipley * in the anatomy of Ibo female heart. 
It is a book whtoh indicates e\(i"ialte fo&bng, and 
- wrVbur* Tb» 
wwnen arts all dlrinuV 1 — Daiiy Aeic*. 
IB 



ViLLETTE; ByCtanKuBisij,, Prke 
2*. 6d> cloth. 

" * Tillctto f is a moat remarkable work— acre* 
daetlon altogether mi pc-<- a« and 

vtgonr of thought mark almost every sentence, 
and tbcrv is a sort of rosy piower 
wbb)e uarranve »uch as wo have 1 
Edinhitrvk MfViettr* 

"This inivH rini|ily austndns the fame of tke 
author of 'Jane Eyie ' and " Shirley " hj* blti nriglaDl 
nnrt powerful wriler. ' ViUette * is a. moat admi- 
1:1 lily written novel, evsry where original, every 
w h c r e « lire w J . ' '— KfU v* i net, 

" There La tbrouxbout a cluLi-m of freshness 
which is infloitely ■ Mm fitful : traahaeia in obsef- 
valion, freshness in feeling. froaUucaa in oxprea- 
lion."— Littrarp GttjrtTe, 

" The tale \* p-nc of the. nffectionaL and remark* 

Eihlr ilh w picture uf m-inuwrg. A IkumiftBr heart 

glows tbruin;k,nit. It, and ono brilliantly distinct 

i'-. it alive,"— AthtfO-tim, 

"' ' Villettti ' 1* crowded with be&u>ll««. with goo* 

tbinjta, fur which we look to the clear sight, deep 

iV^linK, awl RiniruUr though not extensive cine' 

rluuctMi! : • JismociatB with the name 

• 

- ■ maWa' la entitled to take n. v. 
In tlie ttteratBrc The roarier >• 

Clutraoter nicely com.' 
fdeted: ho will 

lively wit, hriilinnt diriJ.^oi'. vivid descriptions, 
reflections both new and true, sentiment free 
from cant and cotiventionaJlty, and imr^ts of cl'j- 
quence and poetry, ilashltii; here and tlioro,"— 

11 Thefavctnalion of renins dwells In this book, 
which la, in our jtnlnmrnt, superior to any of 
Uurrosr Boll's pravluus elf-ifts. For originality of 
conception, gra*p of char set* :.*n and 

consistency of detail, and picturesque: force of 
aspresfiun, few wnrks in tho EnRliah inni^iafe 
cjin ntand ihoteatuf coiLiausurj n ith sr/'— Jfaira- 
IfV Putt* 

WUTHERING HEIGHTS AND 
ACNES GREY. By Ellis and 
Acton Bell. With Memoir hy 
Currer Bell. Price 2*. 6i/. cloth, 

"There nro pMasoAesIii thi* booh or* Wittheriog 
KeightH'nr which u ny novauat, ij:i - 
Tniu'ht be L-roud. It h 
that ha maw oaimi « 

1 aaadoaanolaaa." 

M There la, at »u events, k^pinie in the hook; 

1. 'I the soettary are in bir- 

rri"ijv with {■ivcli otlier. There is a touch of 8al* 

vntor Rosa in aU."^Atla*. 

H '" WmherinH Ketjsbta' ticars the staiui 
profoundly indivhiuaJ, strung, and 
ndnd. The memoir 1« one or tlie m< 
chapteris in, literary biography, "— . 

A LOST LOVE, B/Asieford 

Price 'Ik. elotli. 

"* X A Lo^t Love" Ik a story full of m 

ftenius. No outlitia of tliu stury w.. ; 
dca or its \Htn.niy<"—jttArnintw. 

" A tale at once moving and winning, natural 
and rum antic, and certain to rmiaa all th^nocr 
ay ni pat hies of the reader's uatu[e. jT — Prata. 

"A real picture of womnn'a life/' — iVejitmifuUr 
Eeriev. 

"'A very beautiful and tour hi net stow 
trnoio nature, aad airpt^nls tu all « ho ti 
furgottea love pjidyonth,"'— Globe* 

" A novel of sreat kctiIun j heantiful aad true as 
life itself,"— A'ttv Quarter! it ;;. 

"A Striking and original stury; a worh of 
genius and sensibility."— atifvrdtit Bevier 

' L TM« voiuma djmplays unqneatLtttusble ?enlej 
\ fcn^U«A,nl a\t\ft\vwt4we. M — Lod|f*a J\ r «r»j>tj|)^r 
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DEERBROOK. By Harriet 
MiaTi^fEAu, Price 2s, &d, cloth, 



nil? rvnrt j 



l:h re- 



"This popular Action prew 
mated picture or country life 
middle classes of Knjzli^li roi 
iii!irkjiM(» Ibr its interest, ansing itobj wt 
toftuanre of varimis oharact&rs upon «i' 
and the infect of urdimiry circumstances upon 
t hem. The flcse n prions of rural seenery . and t h a 
daily pursuits in village hvivn, are anions the 

hut Hi* 
way in which exciting ntchhuits gradually arise 
out of the most cmlinary phntcs of lite, and the 
iral and e v cry 'day characters 
are brought out In dm malic si rem? km*, ntrr.-»i \\u- 
power ofihfl nntiiur's Quills.."— 

" A pore and beautiful moral fooling pervades 
the w-jrk^ and recommends it to families w lier«. 
novels are not generally admitted,"— 



TALES OF THE COLONIES. 

By Charles Rowceoft. Price 
a*. Gd, cloth. 

*" Tahiti of the Colonies h it an aid 
init bouk. The author has the first ■ 
in fiction— a knowledge of Che lif' • 
to describe; and his ta«uer Is scdjil iiu.1 n it. 
Spectator. 

"H rmnibinBs the fidelity of truth - 
spirit of a romance, nud Las «lto«<jih>v 
lie Foe In its character and ournpoBUlohV — 
Literary Gazette. 

" Since the time of Robinson Cniaotv literature 
lias produced nothing like those 'Tales of the 
Colonic*** '*— Mttr(tpptii& n Muyucijtr. 

" Tli In in a singular work, No Htm rntrianco. 
no mere fiction, however skilfully managed or 

EowerfuUy extented* can surpass It. The work 
3 which ie bean tho nenrost limiliiudci in 
Robiaeoa Crusoe, and it is scarcely, if ut nil, 

rr to that extraordinary history." —J**k 

ROMANTIC TALES (inludin- 
"Avillion"). By the Author of 
"John Halifax, Gentleman" A 
new oditioo. Price 2& <W. cloth. 

'* In aulas knowledge or tin* raftfitttBS&ti of the 
female lu'nrt, mid in a lmppy pnwer uf depleting 
emotion, the ait l herein is e*e»Hetf by very few 
etory tellers or thu day/*— I 

" A a pleasant and /anoiful a miscellany as has 
been si von to the public In thews latter days,'*— 
AtAetiiT'ttiti. 

'■ ■ A million* In a beautirnl and fanciful story, 
and the roil make very rwrcMtdjle reading. There 
is nut one ef them nininicdu-nid by tru.* feeling, 
AiquiiiitH taste, and a Dure and vWid tmiudaa* 
tion."— Hxamitwrt 






PAUL FERROLL. 
price 2*. cloth, 



Fourth edition, 



"Wo have seldom read so wonderful a reman??. 
We can flncl no fault in it aa a work of art. It 
leaves tu in admiration, almost in awe , of the 
powers of its author,"— jVfid quarterly. 

'"Ihc nit disviiu'ed In presenting Paul Ferroll 
ihri.:r_'lifii]t t Uti story is beyond all praise/"— 
AtwsMwer. 

he book are extremely well 
m snaffed 4 "—A tktnttum , 

" ' i':ui] IVrruJl ' is n hoot that will ho v fry much 
read, talked about, and marvelled nl,"—G(ofe. 

"The fruit of much thoughtful Inwttismii'jn i* 
represented to us In the c&anujtvr -.-r Paul 
r--rr- ill, , » , , We do not need to ii<; tuld lii>w 
ad why he acted thus nod thus j l( m ill 
bo obvious to most minds from the very opening 
paxes. But the power of the story is not weak- 
ened by this early knowledge ; mihtir is it 
heightened, since the artistic flora of ooutrnst is 
Krand arid fearful in the two figures who clinic so 
closely together in their fond human lure."— 
btornluQ uhraniclt, 

I Ferroll ' is a most strilttotth/ original 
production. It mny he r^iovrileU as a phiMioiumn m 
in utiTrvtiire— n bo'ik thnt must be read, and 
!■ i iilmi h.- furieiittcn.'" M*rnhi& fQf$* 

i the element i of powerful effect, the 
story adds the merit of beltiji &hly and forcibly 
-John huiL 

roll' t» ati original coueeptiou 

wrought out with msrvehons skid and mastery 

uto. it Is by far the moat extrnonlluary 

w< ri. -if modern lijnus."'— Itlitttrated iS'twi nf t&e 

Wtyrid. 

'" Faul Per? f the novels of this 

generation that will bo read by Ihaneit/ — Qtobc. 

SCHOOL FOR FATHERS- 
By Taluot CNmna. Price 2*. ch 

*' *T1ie fk&mtii for Fathers ' in one of thoelOTflmtL 
mo*t brilliant, uc 1 u ial, and in> 

e rend sinct?: i.iio publloattop of 'J^ae 
Eyni/" -teat. 

"The plcaeantest tat^ wi havo reaU for many a 
day. It is a *tmy of the Tutltr and Bpevtaxor 
daVs, and is very fitly associated with that time 
of i?ood EitKllKh lil^raturo hy Its manly feeling, 
diroct, unaAWteri manner of writing, and nicely* 

m,i li <-;<' LweU-l ■ ' ■ m irv.i ,-| l . .'.. ;-,;i-i,.n.i 

aro etxeeuetit; -"'i' f '!i'' roiuitrv iiri'.jitinglaM 
fresh a* a laadfrcap'' !fllLvyl*3 f or ntt 

. Teunyson,"— Exnmitwr. 
H 'A capital picture of town and country a 
century a^o-j i.u.l i-i cnnihatieally tfafl nTeutat, 
rnciest, ainl must uititi ie piece of ilction lliat nan 
lately Dome in our wsr ."^JVOMOnyfrrwiirJ!* 



fhni 

which en 

■■ r sehool 

"A hale T hearty 

English tale, A 



irlivi-rt' Is at ones highly 
Ling^ftUl of that 
ift half pathos— a w\ wrtttMl 
ellng and racinass fit style 
died n tale of the ' V|ca.r of 



est, downright 
us paint Ju« of English 
men. and manners, by an nrtistwholi tln-i 
natiatiaJ in lii^ i^iiiua, tsate p eiiueatUin* Olsn 
prpiBdleas."— Im 

"A capita] story, lllustratiug our town and 
country life a hundred yearn asti. 1 "— M ritith 
Quarterly, 



PREPARING FOR PUBLICATION 

,, M i- „ ,M - - iBy tbe Author of (r John Dalifax, Gen- 

DOMESTIC STORIES. \ t \ emn n» & c , 

KATHIE 0RAWDE. By Holme Lee. 
AFTER DARK. By Wileje Coi-LiKfl. 



\ 




WOMKS riTIULISHED iB-s- 



KEW NOVELS. 

(to is i: had at all libraries.) 



CONFIDENCES. By the Author of 

"Rita:' 
TRUST FOR TRUST, By 

A, I. Bakrowcliffe, Author of 
M AmberliilL" 8 vols. 

"ThcstnryUadlt 

HfrVtrT Jl 



lereflopad. TiiHni<?r**t 
men mill woman tola 

" li i - *»M«>rn we tlnd, o?en in t • 

* I u ; ;| ii .-. •-,. i;, ■ flini HO 

D» in ' I '. !?• r-i ji 1 - 

■h. humour." 



lit He t 
tat [in muc 

— L' nlf.r, 

OLD AND YOUNG, l vol. 

" Thf! wrltfr''i |jfu ;m uf rlc^eiipiion are orr- 
inlrity ftbOYO i ' 

out in rh nt or i m'Uiiii<]p'iii*hwltifH«rtrtJ\ 

.. . Tile tout.- is manly LLrji.Uip-juit(iful.' L -i/^n»#»^ 
Jlerahl, 

ELLEN RAYMOND; oft, Uj 

Downs, By Mrs, Vimal, Author 
of "Tales for the Bush," &c« 
3 vuls. 

" TIu 1 rlut Is wmrniirut out with wonderful inuc:- 
unity, ivml Hjo dUInrent oharacterii n.r« Biintftirit-'d 
nt ktieplnu loth* end."— lUutira-tcti WWi 
oftkr WoHd. 

i:h.i rafter* ar*i w*tni> the stylo pure, cor- 
rect, lulak, and eaty/'— JfVflii, 

LOST AND WON, By Georgiana 
M. Crauc, Author of " KiverBtoiL" 
1 Tot 2nd Edition, 

" Ni.iliii..- miportor to tlria n^Ttl has appeared 
diirln^ • ',■■ 1 1 ri •• il ■ f si ii.' ,'. . 

ii a •'■<■<<■* one mid In 
point«»' n!.i:.iy ;ii uv i: the average of ladltfV uuwla," 
-4teH? JKNBf, 

AN OLD DEBT- By Florence 
Dawson, a vols. 

"A powerfully writtm novel; na of the heat 

which litug recently |m urwdnd lYom ii IVnialc 
Imud. . . ♦ Tiie (liniu^ao Is visrorone and 

SYLVAN HOLT'S DAUGHTER. 

By Holme Lee, Author of " Kulhic 
B ramie," &c. 2nd edition. 3 vols. 
"The woll-cfdnhll&hril reputation of Sotmi 
Leo, unaovpl writer, will rceHic un jii^iLi i i< ti.lI 
Klory fr'itn the onhUcatiooj "i" 'Sylvan U'H'a 
Pauithler.' It iHnclmnuUm Inlu or country lire 
Had character ,,'*— Qlahr. 

' ■*: i<* murh that Is altmeLlvo in 'Syknn 
HoTt'i Daughter,' ranr.li that in graceful 
flrifld, much thai Lb frcah, healthy, and aiatural/' 



MY LADY t a Tale of Modern 
Life. 2 Yola, 
M *My Lady* in a flru» *pectmeti nf an Kji^linh 
matron, cxhihltlnv that union of itrength anil 

ffcntl linos) s t of tummun flense mid romatin*-, ur 
energy and graoa, vilnrh nearly appro ueliosr our 
ideal of womanhood."— ry?«, 

" ' My l^uly 1 evince* charming IVMing and deli- 
cacy Of tmiBA. It 1a a no v el i hat w S 11 be read wl e h 
Inteeoat/'— A WejitCK jm . 

EVA DESMOND ; on, Mutation. 
3 vols. 
"A more hcnutifnl creation than Eva it would 
hi- difficult to imn^ne, Tlio novel La iiiutoLihually 

Mill (Jl n,:, ,. •-.;." VttrMino Pott, 

■ ii nnwor, pat him, and original, ty in oon* 
eeptiua and cAtafltruplie** 1 — Leader. 
20 



THE CRUELEST WRONG OF ALL 
By the Author of k * ^i 
Prqudice at Home/' l yoL 

" The author lin.« H pnthoti,- *oin t ibn-d 
tendesr awciHii<?-& tn the totmof Jief uu-i 
I*adgr, 

"It i,r-.s thr? Qi'st reqnKite of .1 work air*rrt» 
rtniii^: U is ji, 

"ThLii nr.vt.Hftivjil 
it-s lone ik high, and i ■ u-i,"-Jiwi*i 

THE MOORS AND THE FENS, 
By F, G* Te afford, 3 rohi. 

" Th \ » ihh-M iitnnda out much in tliRuotiV 

1Il;-i" 'Jnlii* Eyn;' did. . . . i he ehar.ictn^** 

drawn hy a oilii'J which can r^aHis ncifAt* 

is with mirmte itu<?iiL*itvV'-5taf*rif 

Jferfew:. 

"it i« •-.oti,.r.i tiiat a «rat flctinu U entitMv 

-" no t* 'The Mui.ru pj)d Itm Fn(u 
ihal) Look ivnjOoiiMjy Tor tLmu 
oiHay h '*— Cri.fh: 

" Th* author has the girt of tolling a iter}. »i 
l T1ve Mourfl and th<s Fetu 3 wlflT he 

'iliis is one of 11i(? most orftfnal nnrrh «* 
hnvc Ijitfly !i. ' 
rtaillj show a gieat tlcat of y.»wor/ 



GASTON BLfGH. ByLSJ 
Author of '* Erlesmup.-. 



■Gutoa nUifh' u u ^trxt storr. athnkftWi 
L, full of 

;*■ i he tntereat ■ 



told, 

CtiVtfl 

abonw 

HTuirM^s wiin wit, a i 
Critic, 
"'The ilory It told wi 

akji's w Mil r 

able r*adlui?."— i'rw*. 



d (he eliuiwr<f» 
1 latlifjH, It Lb very uijup 



THE THREE CHANCES. 

By the Author of "The PiiJ 
C&rew\" 3 vol*. 

" TiiiN novel in of a more eolhi texture tt» 

Its iiiiin'u,3i,.i'iiii,'^. ii , 
flenao 4 jfuod thouiihl, and j^jd m 

"Some '4 Hie ohamcten »nd romantttf irtar 

orates 

. * - 1< 

tno por8oiiiLift;H ur iior uilo are Imm&a uaA tm4."- 

Lr'n.'rV. 

THE WHITE HOUSE BY THE SEAt 

a Love Story. By H + BEiiitii 
Edwards. 2 vols, 

"A tale of Bnj^lih domfittla fifis Tin; wriUat I* 

,il. irriuvfut iiiul m»»fVi'c-IM- » dkM» 
w Ithon t n Lai 1 1 in k, 1 n t h b <l InJ . , a , „ 

Juiranstiii 1 . I n nl 1 ,.. -in-l t uU 

" Tin' 
ajdrltmi 



"A novel 



i iuqIi I 



llit; furm of an [lutubiij^ranlLy. 1 '— X^ldMR 

MAUD SKILLICORNPS PENANCE, 

By Mart C. Jace 
"The Story of My V 
2 vols. 

"Thfi ilyle U 1'T.t ur it, and dttplora (nirnhBii^r 
draiualtc pysif r."— Cnttr. 
"It in a vvt*ji fHHM't»:i.ci< tale, ami win i» »«-i 



- 
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By Cuhher 



THE PROFESSOR. 
Bell. 2 vols, 

"Wo think the author's friends have shown 
sound Judgment in publishing the ' Professor/ 
now I ha t she ia gone, + . . It shows the first 
germs of conception, which after v. 
and ripened Into the great creations of bai 
nation, At the same tirae her advisers were 
equally right when they counselled her not to 
publish it tn hwf nn time. , , , But it abounds 
In merits/'— Saturday Hrcicw, 

"The idea ia original, and wo every hen ei.hi! 
there detect serin a or that power which look t fejc 
wnvld by storm in 'Jane Eyre." Tim rejection of 
the 'Professor' wan, in otir opinion, no less ad- 
:■ iiiiatc]lh«.vinin^rinHif]r«ssthan creditable 
to the discernment of the bookseiJorSr"— i^rsa. 

"Any thing which throws light upon the growth 
and fMin position (if such nuifnd cannot h 
wise Urn™ intertistinir. I u the ' Professor ' wa may 
discover tlm germs of many train* of thinking, 
which afterwards came to he enlarged and 
illustrated in subaeo, Lieut and moru perfect 
work*."— Critic. 

"There is much new Insight in it„ much ex- 
tremely chanwteriatfe gnu ins, and one character, 
ir, of freaaer, Lighter, and more airy 
gmce.' * — Ee a nomi&t. 

"We have read it with the deepest Interest; 
and onudenUy predict that this Legacy ■■r i. fmr-- 
lijito Uronte's genius will renew ami canArm the 
general admiration of her extraordinary powers/' 
— Eclectic* 



GtiOltGJAXA M. 



RIVERSTON. By 
Cu uk. 3 vols, 

" It is highly mural In ltd tone and character, as 
well as deeply interesting, and written in an 
excellent style.' 1 — JJomhtg KeraUL 

" A deehh-dly muni naval The hook In a verv 

clever one, ounlalnlnit much goral writing, will] 
discriminated sketches or DlWMiter.KDd 11 story 
told so as te bind the reader pretty cWsely to the 
tegfc,**— B w&miMt; 

" Miss Cralk is a very lively w liter; she bas wlt t 
and she has sense, and she has made m the 
beautiful young governess, with her strong will, 
saucy indepenilennc, and promptness of repartee, 
an interesting pJcninV 1 — j J r"«w. 

"lllaa Crnlk \vrilea well; slip can paint aha- 
rncter, passions, manners, with cr>n aid oral jW 
effect : her dialogue flows easily nnd expressively," 
— ZKn7.jr AVwf . 

" A produc;ion of no little mark, nnd uuaUfled to 
interest old as well as young/'— LtaAm. 

"Uneldedly a clever bouk: idvlnc: hopes of n 
capneitv in the writer for Letter tlunge in the 
f ati i re. ,T — Econom hi. 

" Th« author shows great command of language, 
& force and clearness or expression not often met 
with. f . , We olter a welcome to Hiss Craik, 
and we shall look with Interest for her nest 
work,"— A tAeti tiu m . 



FARINA. By George Meredith, 
1 vol 

"A masque of ravlahors in steel, *"if robber 
'■; of watiu - ' women, more ramtiina tNun 
lovely. It has also a brave and tender deliverer, 
Mn'l ii In loiim jiropnr for it ran •,■!■■.■ ■■!'( olrjgno 
ThoHc wln> love a real, lively, andiv^lous niece -t 
cMravagance, \ty way of a change, will enjoy 
' Farina.' "—Athene tt M , 

"An original and entertaining oook,"— West* 
miiuter Revinv. 

"We cordially recommend It for general pur- 
chase and purunah"— Daify A'etrs, 

"'Farina' cannot fn.il to amase the most sober 
minded reader/'— Critic, 

*'U has a true Rhenish flavour,"— JVefp. 



BELOW THE SURFACE 3 vols, 

"The book Is unquestionably el ever and enter- 
taining, The writer dcvclopH frum tirBt to Inst 
hlfl double view of human life, aa eotonxttd fej ti !( ! 
ivann i-rs of u or age. . . . 1 1 1 s a talc su peri or 
ta imhjiEiry novels, f n its praeticiil auplieation to 
the pJiasos of actual lire."— Atkemrum* 

**Thcro in a^reatdenlurrtuvcrnessin this story ; 
a much greater knowledge of country life and 
rharacter In Its varlmi* a^pecra and conditions 
thftJi is pos nested by nine-tun th* nf tin* i.- 
whu uaasrtafce todescrihe It/'— Sftctat or. 

K *The novel i^ one that keeps tbo attentinn fined, 
nnd it ia written In a Hernial, often playful tuna. 
The temper la throui^huut eieeUent."— Examiner* 

"Tills 1 a a book which possesees tlie rare merit 
of being exactly wliat it claims to he, a story of 
English country life^ and, moreover, a very well 
told atory/'— JJffttj? A r eici. 

"« Below i lie Surface ' merits high pr*f«e. tt is 

full of good things; v I t.;ssf .;u(>d i 

goad writing— i;auu nuUwis, and high morality/ 
— Globe. 

"'Temperate, sensible, kindly, and pleasant/'— 
SatyrvayMtvUv. 

**A more pleasant story we have not read for 
trnmy a day/'— BtitisA Quart trig* 



THE ROW A PASS. By Eitrcic 

Mackenzie. 3 vols, 

" - lt is arddoui tlmt we have to notice so good a 
novel as the "ILoua F;ish/ Tlie story in k-eh osft* 
[id well told j the Incident* arc nutnraland 
varldl ; Sf^r-r^l of the charRketera are skilfully 
flmwn, and that or Urn heroine Is Trash, powerfnl, 
and nrfniiiftL 'Ihe Hklilaud aaenery, in which 
the plot is laid, is described with troth and feeling 
—with a command of language which leave* a 
\\v\A 1m press! an/'— Sulurdvy JWdeirv 

"The attractions of the story ars so numeroiis 
and varied, that It would lie dllilcuit to single out 
any one p< 01 i P Li \w attention. Itla a bfiJ.i mt 
social picture of sterling scenes and striking 
adventures/'— SMM. 

" 'The Eoua fans ' is a work nf very creat 

fi'Tomise. 1 1 ia brant If ally written. The romance 
h tn^entouM and Interesting: the story never 
flaga. 1 *— < 
"Theperultai'ihnrrn of Ihe novel is its skilful 
lands, and of lile nmong (be 
> I Ighlanders. Quick observation and a true sense 
ur tiiir pDKtry in natu* 1 * and human ure, the 
author hai,"— £ xuminer. 

" A capital fiction » Asa landscape novel, it Is 
al tunet her delight fwV'-GWw, 

" * The Koaa Pass ' Is a ginul luivel— the best of 
tlie *onacn. ST — Westminster Mt 
m This is a vary good novel/'— Qu t > , 



THE NOBLE TRAYTOUR, 

A Chkonicle* 3 toIs, 

" The * Noble Tray tour ' is a ehn inirlp, interest- 
in;? tor jts facts, Interesting for lis nss,-, ( Mr\Tii^i # 
iiml, rtbore .ill. interesting and importajii 

W* '.■• ii' 1 !'. ii irivuH of The niudea of ilfl*in 
'merry England/ at the cvyntdii period to which 
it refers,"— Ooserrrr, 

" It (n an Elizabethan masquerade. Shakespeare, 
tin* Queen. Ks^ei, lialelgh, and u nUBdred r i ■ >1>1- --h 
ladies, nnd kui^iits or the mad, arpear i-n the 
stauft, The author has imbued hinnvutf Willi ihe 
spirit or the times/'— Leader. 

" The story is told with a graphic and graceful 
pen, and the chronicler has pnxinrcd ar^!ii-in'v 
1 1 1. 1 niLly uf great value In a hioitorteal petal of 
vm-.v, tn it pessfttaina msuy clalais upon the atten- 
tion of the scholar. tH* antiquary, and the general 
Ptt*t> 

" The hook baa great merit. The. portraits or 
H5«iituv h and Essex are well and fiticly drawn,"— 
Critic. 




T\TO RKfl PUBLISHED BY 



NEW NOVELS— continued. 



KATHIE BRANOE, By Holme Lee. 
2 vols, 

M " KnthleEmnde* i* nor merely a *ery interest* 
uovfj— it in a rory wholoftuma unq, Tor It 
i n tushy example."— Critic. 
"Throughout * KaiiviB Brand" ' there In nnich 
■wrtinm t iiatBO—ldwlmfBwrfli'i»cm i 
tn & keview. 
" ' Kaihie Brnndc * |« tateniiwi to iliu*trni>' the 
paramount excellence of duty an n *n Living p rlu- 
olple. It It full of beauties.^— Laity Rett** 

"Certainly one of Mio bebt uuvels that we have 
hi rely lead/'— (JwordWH, 



PERVERSION j on, The Causes ant. 
OQKBBQftnOfC Efi of 1 5 1 I r i I Lj t V. By 

the Into Itev. W, J, Combbakb. 

*' Th*abV*t novel that liu Appeared for many 
ftdajV— Literary G'iZfffr. 

"This stary ha» ii toachtBf interest, which 
Uineer* with I lie reader uiti.-r hu ha* cjosiid the 
book.' -jKtoimui, 

"The tome li Rood and healthy; ihercligkais 
feelina Hound and true, and well sustained."— 

"Villi 1* » novel, wnl ten with a strong sense 
hfitti «Lif what t« ftmu-fiiiK and what is right,"— 
Examiner. 

"It Is lorm, very long, slow we have rand ft 
mrrotlvr of more iwwer than this,"— UntiiA 
Q*dr fart if Review. 

f, Thla Is a good *ml a imblc book."— ^Veir 
QMurleTW, 



FRIENDS OF BOHEMIA: 

on. Phases of London Life, By 

E. M. WuiTTT, Author of » The 

Governing Classes.' 1 2 vols, 

"Mr. TVbHty i* ft genuine sntfi-trt, empioTlng 
satire Tut aKentdne p-irpr*e. You Lnmcn with him 
TOI7 iniuh: hut tJielaufthtt-r I* fruit.v »•> 
t hi -unlit. II L* wylft Is serluus, and his ea*t of 
mind severe. The author has a merriment alio 



on. "— At ton&u mi. 

runi life an it lis ' 

" i ' Friend* of 

., -Hill M Jfr s m 



BwOtulri. Mr. \i I 

forgets it. His fllnUnfiie* tire vapid ami ilniua t.jr 

as thoteof a French novel, and perfectly ej ■ 

— Fl '< ■ t m i JLgtcr itrvifnr. 

*" Prtenda of Eobemia' lift* ths rare merit of 
painting clover ptetvrei and of befiuc spsrkHng 
an 1 1 dramatic from beginning to OuU. — Unity 
New*, 

"The book is fresh and vigorous; the style Is 
tcriu and lively/'— -A'mt Qaattrt'fy, ' 



THE EVE OF ST, MARK. F 

Thomas Boubleday. 2 



" + Tl! 
Illil Bi 

rjiiu-li 
OJftfttetL Mi 

I mi. ,il '■_ it, 



jwk ■ U not only weB imrjE 
intc 



f-'ted t juid 

\ inn&OH* rade; bat a _. 
very laveabL« heroine is pjat< 
irti;, •a/ - — rfftfc Mama*. 



The Eve- fSt r Mark Man inTfcrestiiwlUT 
vividly col on rtd T aim not ^ little draanatwta* 



(instruction. . 

innjKe-a diorama of antique Venetian 



Tli*s b*jc»k is r^dif in- 



' ft In flip ttork of an artist, thought mil f * 
tnaexwutftd «jih elatHtrnle wumJiii 1 

'^'■' fW*1 MM Ijln— lUi lw :ii2rl n-lciuna: 

the time. It will rwtter tkiau m« 
day. repay attentat- i>K:vn.. a \,"—l>rmi. 



nr-TftJl ♦TheETrrf* 
, d t LLmnticnlly «aritmat 



' can oordlall; 
MnrU ' hji a well lo 
trite."— Vritir'. 

"Iiieterj' wny aqlrikiit." , , 
the talc Is skilfully conatructed, n.«.i ili^dartlra 
events arc so daxaafous^r introduced, a* art N 
appear Improbable,"— js««. 



By Tuoiiaf 



LUCJAN PLAYFAIR. 
^Iackeba*. 3 vols, 

1 ' There are msny truohftarted afcetch* - 
IIh 1 lion . ii nnd SotRe 

■botttet]ur»ii^M. irikNKled wJtI) ±, 

*t least tend in u njjht dircctluu^— j^j,: 

"The aoHtor hu« noree kt*ii ! 

fteeue* in ii"- ibtve \.>iLiruc*i ■ 
wUJi much vlvkflne**."— rreiw. 

"It Ii Intposfitble to oloBfl tho > 
reeling of deep re»pett for the- writer ftr *» 
purity aadelei'ntiifjii of his view* hia aans^ls«i 

Mil I l.,i u 1 1 ,i [ l f rmj*s, " '- Gtoir. 

' " The most ardent lover of incident will tod ■ 
this work enough to enchain ivta utiffni^ - 
lfPDMMtf Herald. 

AFTER DARK. By Wit^zb CotLLna 

Author of "Basil," "Hide tid 
SL j elc,* T &e, 2 vols, 

"Kr.wnkk) CpUlin W\* a story well anft 11^ 
cibly- - bis style iaetoa ugh t and r> 
ha has a fcceu tnii^ht into cJiaracter. 

" Np man living helter tells a alrtir ** fiisitf 
" Mr. TVilkie Gfilllna Lnkcn him* rank ubabs tk 
fi<w who can invent fi tlir-illm* storr a. 
« lef ti m pi ici ty>" '-G ^o6«. ' 

"These stories post*** all tBo nnfhnrs *^ 
known hmuty of Ptyle and dmn 
.Vrir g no ?Wy Awlcv. F 



NOVELS POETHC0MIN& 

A NOVEL By Misi E. W ( 

sox, Autlior of " Hemoira o£ tht 
Queena of Prossia,** 2 toIi* 



COUSIN STELLA; oit t Conflict. 

By the AutLur of ,( Violet Bank/' 

3 roU. 
A NEW NOVEL. By the Author ol 

M The Heir of ValUs." 3 vols. 



And Qlrier -uwiraA <if Fiction. 



SMITH, ELDEIi -AJSTD CO. 
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NEW BOOKS FOE YOUNG READERS. 

THE PARENTS* CABINET of Amusement a\j> Instsugtton for Young 
Persons, New edit,, carefully revised, in 12 Monthly Shilling Volumes, 
each complete In itsulf t and each containing a full page Illustration in oil 
cotonrs, with woo J engravings, and handsomely bound in ornamented 
boards. 

CONTENTS. 
AUtrSINQ STORIES, all Lending ta tlw development of good froanttos, nml Hi* avoidants of bait*. 
" UNTS OF REM a It Vu mi ii\ \\\ v< ri:\i< nitfirertinjt to Youilb People. 

■• "nnuinn. i?it , oth , 'po ini» nl it^ th.^m^itir ^r ^t.iu 



F HISTORICAL EVENTS, suited to the cauacity or cliil ilr^n. 
'UttAL HISTORY, nrlnnrcd to mcQiiraM hands *'f oDSttrvaliirn, 

oxs of nu'j • ' mi niNCOvrvJtins axu mgcham 



JIUGRAI'IETi 

ELUC11 
FA311I.1 

INYES I'H'jNs. 
LIVELY iOCOUNTS OP TBB OEOQRAFHY* INHABITANT. AND PRODUCTIONS OF 

DIFFL'RKNT COUNTRIES, 

Miss Euobwobth t s Opinion of the RtttUfflP CJiTinrET:— 

*'I almost reel afraid Of IwriUM H a* much Ha I Lblnfc it dwiervoB. , . , There In so much 
vnriftTln die in>f.Vi t l;:n, it cannot ciri'. [[ -I I" i nintety excites and relieve* atlfHtitm.and dues not lead 
totliebii-l I, ilfii .'I r '■■ iTtkui iVmritltL 1 r?':vlr'r, . , , Whoever 

■ -- lOiuU: i-. i.'- i! Li rstnn La hia bnaliMSBB and childran'a capabilities rli?ht wt&L . . . 
\VLil.oui lecturing, or prosing, you kwp Lho right and Hid wrong clearly marked, and hence all 
t he sympathy ol the young people is always enlisted ou the right tide/ 1 

%* Vols. L to VIII., are now ready. 



By the Author of " Hound the Fire/ 1 &c. 
i. 

UNIGA ; a Story for a Sunday 
Afternoon. With Pour Illus- 
trations. Trice 3#. cloth. 

[■actor of Unlea Is charmingly con- 
ceived, and the sUirr pteuBun'lv told. "— &>■ 

" An excellent and exceedingly pretty ilory r> v 
children . ' r ~$t'jfc*Ht a v , 

,J Thi* tale, lite It* author's fnrmer ones, wil] 
find favour in the nursery/'— jf/iejurrfi.u. 

n. 

OLD GINGERBREAD AND THE 

SCHOOL- BOYS. With Four 

Coloured Plates. Price 3s, doth, 

■'Old Gingerbread and the Schooi- 1 . 
dedi^htiul, ana the drawing and ootaurlflfj or Etta 
pictorial part done with n spirit and corrcsetnoaij/* 

"This tale It very good the descriptions hcLni? 
natural, with a fee Ling, of country freshness/ '— 

"Tin: boo* La well potup, and the coloured platen 
are very pretty."— Globe. 

"Am nxjk ; excellent in Ita moral, 

chanc and wiinjdein ita larttfivLKcnml luxuriously 
iUv+MuU-d.' - iNtcfrxu •! Xrir* i<f tfm World. 

"A very lively and excellent tale* illustrated 
with very delicately coloured pictures." — 

"A delightful story r.<r i lli 1e- bqy*. inculcating 
benevolent faoUtixsto the poor/— Eclectic Hwieto. 

fen. 
WILLIE'S BIRTHDAY - r showing how 
a Little Boy pi n what me Liked, 
ANI> I row HE £N.fOTEI> IT. With 

Four Illustrations. Price 2s. G</. ch 



WILLIE'S REST ; a Sunt>ay Stort, 
With Four Illustrations. Price 
2s, §d, cloth. 
"Graceful lUU* t-nle*. cOHtaririrJfl; eom 

pambl^a nnd a good deal of slmpi* Imi'LIik.'"— 

" iixtrtuidy wrll written alory hoeks, amuslrjor 
nnd moial r and got up in u very iiiiudstnut atyic/ 
—Aloptinif if tru id- 



UNCLE JACK, THE FAULT KILLER. 

With Four Illustrations. Priced*. cL 

'* An excellent httln bnttlt of moral improvement 
ma/le pdeawans ta children j kt in rur Wnyond th<. j 
ci imrtian^ploeo moral tale in deal 411 and sjxHtttton," 



ROUND THE FIRE: Six Storti:s 
for YotrxG Reaubiis. Square 
]6mo, with Pour Illustrations, 
Trice 3s. cloth. 

+ " Charmingly written tales for too yonng/'— 
Leader. 

"- (Six delightful little ilinlaa." 1 OumiMmm 

"SimjiLe and vnry iaterostiug/' — AfatiQnal 
Bt ri' v\ 

" True children's atoric*/"— A tken&ti m t 



THE KING OF THE GOLDEN RIVER; 
on, The Black Brothers. By 
Jon n Rij.^ k 1 n , M, A , T li i rd ed it ion, 
witli S2 III usi rations by Kicuarij 
Doyi.e, Price 2*, 6i£ 

" Tli i =4 littln fancy tale is hy a Tnastvr-hand. The 
story hcia a charm* n^ moral."— Examiner,. 

STORIES FROWI THE PARLOUR 
PRINTING PRESS, By the 
Authors of the " Parents' Cabinet," 
Fcap. 8vo, price 'Is. cloth. 

RHYMES FOR LITTLE ONES. 

With 1 G U 1 u stration s. 1 s. 6d> clo th . 

LITTLE DERWENTS BREAKFAST, 

2s, cloth. 

JUVENILE MISCELLANY. Six En- 
gravings, Price 2*. W. cloth, 

INVEST" —« in 

TUB 1 



"WGHICS FTJIBLISiriSlD BY SilTTIT, ISLIOIEIR Sc 
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POETRY. 



POEMS. 

Head. 



By Lieut. 



-Col. William 
{Just ready.) 

Fbed. W« Wrosr. 
Price 5s. cloth. 



POEMS, By 
Pcap. 8vo. 

■■ In "hi;* minor poem; Mr. Wyon shows a «rpnt 
deal "f the true semi me tit of poetry."'— UaHy 
Ttttyrtiph. 

IONIC A. Feap. 8vo, 4*- cluth. 

"The themes, moatlv rlassicrrt, are itmpiil^d 
wil h noldneaa t aad toned with a lh eJv imagination, 
Thoatjlr; fa rich Find Arm, Find HflWt l)th sniiJ to 
bs an imitation of any kuuwu Author. We cor- 
<lml!v rneammend it to our readers as ft book of 
realpoet ry J '—Critic. 

"The author 1* hi Ills mood, nuiaslraL satirical, 
humorous, and rtldaclk by turns, tad In «ich 
mood he uiflplafft pstmordumry power,"— It! its* 
t ratal 2T«W e/fA« IrorfA 

THE SIX LEGENDS OF KING 
OOLOENSTAR, By the late Awna 
Bhadstueet. Pi: a p. 8vn, price 5s. 

" The anther evinces more than ordinary power, 
a vivid imFtuinaiUni, Kuided by a mind gf lofty 
aim,"— i7M"\ 

"The poetry la tasteful, and above the average," 
— Xtttionul Jftfptsw, 

"This ia a Tiontbnmoua poem by an unknown 
authoress, of higher scope and mur-i! finish th-ut 
the crowd or pOBDi which pmne before up. The 
fnury thromrhonl the poem Is cjulck litilI li^Ht , nml 
musical/' — A tlicmxii nt, 

POEMS. BjAdaTkevaniox. 5*.cl. 

« There really la a value in such poem a aa those 
Trevanbni. Thi-y ntvr an image or what 
many wofpsh aru on their oe*t $Jde. Porft&pfl no- 
where o*a we point to a more s&tl 
of Christian clvtligalinn than in rv vollnme like 
this."— Siit.ttrthiff Keviev. 

fi There are many pasaagea In litem T^vianbm'a 
poems full of uraec Find tenderness, and aa sweet 
aa music on the water."— Pre**, 

POEMS. By HuxitY Cecil, 5.*. cloth. 

,f He shows power In bis sonn eta , while En his 
lighter and luss rAstriotnre measures the lyric 
element is dominant, , , . Irjlr. Cerildoea not 
make hi* name famous. It is not that he doc* not 
deforce to do ao."— Critic. 

" There ia an unmistskcabln stamp of genuine 
postry in most of time pa^es/'— Economist. 

11 Mr, Cecil's poems display qtuilitica which 
N'amp them the productions of A tine trnuidutUrju 
and a cultivate! taste,"— JUorni.-- 

ENGLAND IN TIME OF WAR. 

By Sydney Dobell, Author of 

11 Balder," ** The Roman," &c 

Crown Bvo, 5*. cloth, 

"That Mr, DrjlKiU is a poflt, ■ England in tin.' of 
War ' hearo witness, d >— J t fcamn, 

THE CRUEL SISTER, and other 

Poems. Feap. & ye, 4s. cloth. 

" T I if re are truce* nf power, and tbe versification 
displays freedom find skill,"— CttOTi 

POEMS OF PAST YEARS. 

By Sir Astute Hallam Elton, 
Bart,, M.P. Feap, 8vx>, 3s. doth. 

*' A refined, scholarly, and gentlemanly mind is 

apparent an through this YolumeS'—Ltadrr* 



POEM S . By Mr s, Fb a sib: P. Pet-lo wi 

Fcap, Svo> 3s. cloth. 

"There in eiwy simphrity Ed Blw diction, ind 
elegant naturalneat mthc b a gnjl t t .'** g p ftfiw ft 

POETRY FROM LIFE, By C.M,K. 
Pcap. 3vo, cloth gilt, 5s. 

" Elegant veraet, The au'hor haa a plmofm 
fancy and a refined mlud.' h — Economist. 

POEMS. By Wai.tfb R. Cassexs, 
Pcap, Bvo. 3s, 6r/ T? cloth. 

" Mr, Casaels hns dr-cp poet ical reeling, and jrive* 
prtmi k sis of reiil excellence. Hia poem s are 
sometimes with n strenRth of expression bj no 

menus common,"— Guardian. 

GARLANDS OF VERSE* BjThobas 
Leigh. 5s. cloth, 

"One of tbi> beat things in the 'GarlancH of 
Ti^rse' ii an Ode to Toil. There t ns- elaawhue, 
there la excellent IeelinK. : "^ J E'j(iHiine , r, 

BALDER. By Svdxkt Dobell. 
Crown 6 to, 7 a* 6</ t| cloth. 

"The writer hr*a ilno qualities; Ids level of 
thouirht i& lofty. Fin j hin pankra ror rhc beantind 
liasthu truth Of instinct,"— A then^um. 

POEMS. By TVilliam Bell Scott, 
Pcap. Svg, 5s., cloth. 

* f Mr, Peott haa poetical feeling, keen obscrvntioTi, 
deep thought, and command of language,"— 
Spectator. 

POEMS. By Maby 
Pcap. 8vo f 4s., cloth. 



Maykabd, 



" We biivti rnrely met with a volume or pi 

dlapiaylng so lance an amount or powor + ble 

with ao mncli deltoaoy of ft»Biig and grace of 
expression/'— Church *.</ SnffUOm Qvairierljt , 

POEMS. By CuuBEn, Ellis, and 
Acto* Bell. 4s,, cloth. 

SELECT ODES OF HORACE. In 
English Lyrics. By J. T. Black. 

Fciip. Svo, price 4s,, cloth. 

" Bendereil info English Lyric* with a vd^nraud 
he a riiuea s rnrely.tf e? er, anrpaasedU"— CriHt, 

RHYMES AND RECOLLECTIONS 
OF A HAND-LOOM WEAVER. 
By William Tiiom. With Me- 
moir. Post Svo T cloth, price 3s, 

KING RENEWS DAUGHTER, Pcap. 
8vo f price 2s, 6d. cloth, 

MAID OF ORLEANS, ato otheb 
Poems, Translated from Schil 
Pcap. 8 to, price 2s> 6rf. 



London : PrinteA by Bavta, Ew^», wiiCo-.^UxiU ^ean. Arbour Court, E.C. 
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